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modern  designers  of  furnifurej  and  his  training  served  his  etching.  Me  etched  some 
real  places- for  instance  the  noble  towerof  Ashwell,  the  church  in  which  you  can 
see  dog-lahn  graffitti  from  the  time  of  the  Black  Death- and  he  drew  countless 
old  buildings  for  reproduction.  In  his  finest  work  he  preferred  to  use  his  knowledge 
to  represent  buildings  which  were  purely  imaginary  but  which,  however  fantastic, 
would  definitely  stand  up  "if  built.  From  hisetchings  we  realise  a mediaeval  city 
lovelier  than  any  which  exists  or,  perhaps,  ever  has  existed -the  grey  Minster  on  ttie 
hill,  the  houses  great  and  small  clustering  below  it,  the  long  gabled  inns,  the  river 
wirh  chantr>  bridges,  and  with  the  Cross  overall . He  showed  them  in  all  weath 
ers,  snow  and  storm  and  sunshine,  and  he  gave  them  skies  such  as  etchers, 
usually  safe  with  white  skies  or  a few  scratches,  seldom  attempt.  There  ism  these 
works  a profoundly  Christian  spiritond  a seeking  for  those  perfections  of  which 
the  \ iiddleAges  dreamed  and  sometimes  achieved-  tower  and  spire,  gable 
and  portal  of  venerable  stone,  all  imbued  with  the  soul.  And  the  craftsmanship, 
though  his  incredible  fineness  of  line  never  impairs  his  mass  and  proportion  has 
i it  \ er  been  surpassed. 

Ht  loved  Samuel  Palmer  and  other  of  the  older  draughtsmen  who  had  sought  the 
^ame  things  in  building  or  landscape,  all  poets  and  artists  who  had  his  own  feel- 
ing for  the  inseparability  of  rheartsfrorn  true  civilisation.  And  his  passionfor 
creation  was  egualled  by  his  passion  for  preservafion.  He  had  nothing  except  what 
he  earned,  but  his  overdraught  was  alu  a>  s ar  the  *ervice  of  the  Cotswoldsand  he 
could  always  do  another  etching.  If  War  Memorials  were  wanted  he  would  de- 
sian  them  free  toaverf  the  worst.  If  a Cotswold  town  had  to  be  5aved  from  red  brick 
fie  led  the  agitation.  If  Dover’s  Hill,  beautiful  scat  of  historical  games,  had  to  be 
saved  his  purse  and  person  were  in  the  forefront.  If  a shop-front  in  Campden  were 
threatened  it  was  lie  wfiosaw  the  necessary  changes  were  properly  utaae.  And  if 
one  more  noble  large  house  should  be  added  to  Campden  in  the  old  durable  srone 
tradition,  with  courts  and  crypts  and  gateway,  it  was  natural  and  right  that  he, 
though  he  could  never  afford  to  finish  it,  should  be  the  man  to  design  it,  build  it, 
and  live  in  it. 

Modest,  humourous,social,cnthusiastic,  a booncomparuon,  deeply  devout,  utterly 
generous -none  but  his  friends  could  know  what  he  wias  and  to  them  these  are 
but  trite  descriptive  words.  Somebody  may  collect  his  letters,  they  were  worthyof 
the  calligraphy  in  which  they  were  written.  Nothing  but  his  work  canshow  what 
he  was;  and  that  only  to  those  who  are  capable  of  understanding  it.' 

t + .+  t e 

The  biographical  chapters  herein  serve  as  an  introduction  to  Griggs  - his  world 
and  his  work.Theremamingsections  contain  data,  as  complete  as  has  been 
possible  to  compile,  which  may  serve  the  student  of  his  work,  shining  through 
it  all  perhaps  are  glimmers  of  the  extraordinary  personality  and  talem  that 
lit  up  his  world. 

A major  effort  is  being  made  to  establish  two  centres  of  concentration  for  The 
work  of  Griggs  -,  one  in  the  U S A.  and  one  in  England.  The  Boston  Public  Library 
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was  given  theAlbert  Wiggin  Collection  of  Griggs  s prints  and  drawings;  at  Oxford 
the  Ashrnolean  Museum  received  the  late  Arthui  Mitchell's  almost  similar  col- 
lection. Both  these  institutions  are  by  far  the  richest  in  Griggs's  work  and  it  would 
seem  wise  to  build  them  up  further  so  that  ihe>  can  become  the  major  centres  for 
the  first-hand  study  of  the  prints  and  drawings.  Neither  institution  is  well-off  in 
thedrawings  and  water  colours. 

This  appeal  is  therefore  made  here  to  those  who  own  prints, drawings, and  water 
colours  by  Guggs.  lit  the  matter  of  prints,  the  Catalogue  of  Engraved  Work  in 
Part  Two  may  be  consulted  as  to  whether  either  instit  ution  owns  a particular 
state  of  an  etching  or  drypoint,  which  a donor  may  feel  he  can  part  with.  As 
to  the  drawings  and  water  colours,  there  are  of  course  no  duplicates  so  that 
they  may  be  turned  over,  or  willed,  to  either.  It  is  hoped  that  through  such  gen- 
erosity future  generations  may  benefit. 
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F.L. GRIGGS 


I THE  EARLY  YEARS  I87G-I9II 


F L. Griggs  was  born  on  October  30th  1876,  at  Hifchin  in  Hertfordshire.  His  father,  Fred- 
erick Griggs,  had  married  Jemima  Elizabeth  bailey  on  March  31st  1875 : to  this  first 
son  they  gave  the  names  Frederick  Landseer.  Many  of  his  early  drawings  are  signed 
F.L.B  Griggs,  and  the  third  initial  doubtless  stood  for  his  mother's  maiden  name, drop- 
ped in  favour  of  Maur  when  he  was  received  into  the  Roman  Catholic  Church 

On  his  fathers  side  the  family  had  long  been  settled  in  East  Anglia.  His  father  was  a 
small  trader,  witha  not  particularly  successful  bakery  and  confectionery  business 
carried  onutHitchin  and  at  nearby  Stevenage.  His  mother's  family  came  from  Lincoln- 
shire. Russell  Alexander, Griggs's  most  intimate  friend,  noted  that  his  early  bent  and 
tastes  were  probably  largely  maternal  inheritances, endowments  as  it  were  from  a lady 
who  was  fond  of  the  arts  (she  was  a fine  pianist  and  had  a charming  gift  for  poetry) 
and  whoscgentlencss  and  culture  surrounded  hischildhood  withagracelike  their 
own.  His  maternal  grandfather,  Thomas  Houghton  Bailey,  was  an  amateur  artist  of 
skill  and  delicacy,  and  a connoisseur 

Cmggs  was  sent  to  an  old-fashioned  boarding-school  inHitchin,  wherehisownnas- 
cent  artisticgif  ts  were  recounted  and  encouraged  by  a sympathetic  headmaster 
and  art  master.  He  was  given  private  art  lessons  by  Walter  Millard,  a well-known 
architect  and  water-colourist,  and  a youthful  friendship  with  the  Hertfordshire  an- 
tiquary and  naturalist  Francis  Latchmore  was  further  encouragement. 

One  of  Griggs's  Hitchin  friends,  Reginald  Hine, noted  that  out  of  school  hours, Griggs 
was  daily  in  touch  with  the  work  of  old  masters  and  little  masters.  Often  he  wouldsit 
for  hours  turning  over  thcFlemish.ltalian,  French  and  German  prints  inthelibrary 
of  Lawson  Thompson.a  well-known  collectorof  earlycngravings,  and  himself 
a lecturer  on  the  methods  of  their  various  schools.  To  knowLawson  Thompson 
was  in  itself  a liberal  education  in  the  arts.  As  he  sat  in  the  fading  light,  bending 
over  his  prints,  he  reminded  one  strangely  of  those  ancient  timeless  men  whom 
Rembrandt  loved  todraw,  and  through  whose  patient  eyes  look  out  the  fortitude, 
the  hard-won  experience,  and  the  marred  beauty  of  the  human  race.' 

Other  early  Hitchin  friendswere  the  wafer  coiourist  Samuel  Lucas, a friend  of  David 
Cox,  with  whose  son-anotherSamuel-he  walked  and  talked  and  sketched.and  Birk- 
et  Foster,  then  nearing  the  end  of  his  career,  who  lived  in  the  nearby  village  of  Highdown, 
and  welcomed  the  young  man  to  study  his  drawingsand  listen  to  his  memories. 

And  in  Hitchin  Mechanics'  Institute,  Griggs  found  records  of,  and  book  illustrationsby 
Samuel  Palmer,  an  artist  who  was  to  have  a profound  and  lasting  inf  luence  on  his  own 
career,  with  whose  work  he  now  spent  hours  of  absorbed  study . 

More  than  all  this,  however,  and  leaving  an  impression  that  never  faded,  was  the  delight 
of  exploring  Hitchin  itself  and  the  counfrysidearound  it  He  lived  in  Hitchin  till  he 
was  twenty-eight,  and  he  once  said  of  if  I sincerely  believe  it  to  have  been  one 
of  the  most  beautiful  small  towns  in  England, set  in  one  of  her  happies  counties.' 
Often  he  lamented  that  he  had  not  been  born  a century  or  even  fifty  years 
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earlier,  when  it  must  have  been  at  its  loveliest,  but  even  in  the  seventies,  it  was  a 
comely,  self-contained  and  still  unspoilt  small  market  town,  and  to  the  end  of 
his  life  his  passionate  attachment  to  the  place  never  altered,  nor  his  sense  of  bitter 
outrage  atthe  disfigurements  and  vulgarisation  that  marred  it. 

Of  the  countryside  and  the  small  villages  around  it,  not  a lane  or  a field  missed  his 
eager  ga?c.  He  knew  fhem  all  so  intimately  that  in  1956,  at  the  age  of  sixty,  he 
was  able  to  recall  these  scenes  vividly  before  a Hitchin  audience.  'Some  villages 
there  were,'  noted  Hinc,  which  had  a perpetual  appeal,  that  worked  upon  his 
mind  as  if  by  magic,  there  was  always,  he  said,  a fascination  about  Much  and  Lit- 
tle Wymondley,  difficult  to  understand.  Often,  for  hours  at  a time,  he  would  lie  day- 
dreaming amidst  the  rums  at  Minsden,  "for  whose  pathetic  bare  walls  I have  an  in- 
curably sentimental  regard.''  And  of  the  grassy  track  from  the  Priory  up  to  Preston 
he  declared  "No  art  could  design  rnything  so  utterly  charming.  It  was  a place  for 
loitering  and  meditation.1" 

Thus  grew  slowly  and  deeply  in  him  a love  for  his  ancient  neighbourhood,  its  coun- 
tryside and  its  architecture ; and  of  the  traditional  forms  of  drawing  and  painting 
in  which  it  might  be  expressed. 

In  1896,  at  the  age  of  twenty,  he  made  his  firsl  tentative  experiments  in  etching,  with 
inadequate  equipment:  Hine  recalls  one  done  with  a penknife,  printed  on  a lever 
press.  These  experiments  continued  desultorily  over  the  next  six  or  seven  years;  but 
his  lack  of  cither  technical  knowledge  or  equipment  left  him  dissatisfied  with 
them.  And  in  the  meantime,  his  thoughts  had  been  turned  towards  an  archi- 
tectural career.  He  became  a pupil  of  the  well-known  architect  and  draughts- 
man, Charles  Edward  Mallows,  with  whom  he  remained  for  the  next  two  years.  In 
his  brief  diary  notes  for  1897  are  found  Feb:  to  no.  17  Bridge  Street,  for  my  first 
studio  ',  and  ’ First  perspective  for  the  R. A.'  This  latter  was  almost  certainly  a per- 
spective drawing  of  one  of  Mallows's  designs,  made  for  the  annual  exhibition  of 
the  Royal  Academy.  And  of  these  he  made  numbers  over  the  next  few  years,  for 
Mallows,  and  for  other  architects  such  as  IVIorley  Harder  and  Walter  Brierley.  They 
were  financially  rewarding:  they  may  well  have  been  even  more  enriching  art- 
istically — a meticulous  training  for  hand  and  eye  of  which  his  etchings  demon- 
strate the  value. 

In  the  same  year,  1897,  are  notes  of  a visit  to  Southwold,  a Suffolk  coastal  town: 
the  first,  perhaps,  of  many  such  leisurely  and  observant  journey  s which,  either 
tor  work  or  for  pleasure,  took  him  all  over  England  in  the  course  of  his  life,  and 
which  now  began  to  suggest  to  him  a more  congenial  occupation  than  his  strict- 
ly architectural  work.  Mallows  himself,  and  other  artist  friends,  were  struck  by 
the  quality  and  fineness  of  his  work,  and  encouraged  him  to  devote  his  time  to 
drawing  and  painting;  and  by  1900 he  was  working  on  illustrations  for  In  Mem- 
oriany  published  by  John  Lane.  Spring  of  this  year  was  saddened  for  him  by  a 
personal  loss:  his  mother  died  in  March.  But  the  year  brought  him,  too,  the  most 
important  of  his  early  commissions  for  illustration  work.  Through  the  interest 
of  Sir  Frederick  Macmillan,  who  then  lived  at  Temple  Dinsley  near  Hitchin,  Griqgs 
was  approached  with  an  offer  to  illustrate  the  Hertfordshire  volume  of  their 
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Highways  5 Byways  scries  for  fhe  publishing  company  of  Macmillan.  It  proved  the 
beginning  of  a long  and  valuable  association,-  thirteen  of  the  volumes  in  this 
series  were  eventually  illustrated  by  Griggs's  pen-and-ink  or  pencil  drawings, 
and  be  was  still  working  on  the  Essex  volume  when  he  died.  The  commission  was 
of  enormous  importance  to  him.  Financially,  it  became  a useful  standby  over  fhe 
years,  and  at  this  time  it  gave  him  the  measure  of  independence  that  he  needed.  Ar- 
tistically, it  was  responsible  for  some  of  his  richest  work,  and  did  much  to  deepen  his 
knowledge  and  love  of  the  English  countryside  and  English  urchitecture,  even  though 
fhe  time  came  when  he  began  to  find  it  uncongenial  work,  and  to  resent  the  days 
and  weeks  of  etching  time  it  compelled  him  to  surrender.  Macmillan  for  their  part 
showed  both  generosity  and  patience  in  their  dealings  with  him,  though  he  must 
have  tried  them  sorely  at  times.  Hine  recalled : Sir  Frederick  used  to  complain  to 
me  how  difficult  it  was  to  get  Griggs  to  stand  by  his  contract  and  deliver  the  draw- 
ings on  the  date  appointed.  Artists  would  speak  about  the  timelessness  of  his  work. 
What  Macmillan  wanted  was  its  timeliness"!’ 

During  these  early  years,  his  circle  of  friends  was  gradually  widening.  In  1901  he  had 
met  Emery  Walker,  the  master  printer:  they  became  life-long  friends.  Sidney  Cock- 
erel, later  the  perspicacious  director  of  the  Fit^william  Museum  at  Cambridge,  and 
a man  of  prolific  culture  and  discernment,  was  another.  Hitchin  friends  included 
Harry  and  Alfred  Grylls,  and  he  joined  them  with  characteristic  enthusiasm  in  the 
founding  of  the  Hitchin  Society  of  Arts  & Letters,  which  drew  together  local  people 
of  sympathetic  interests. 

From  1901  to  1904,  Griggs  had  his  own  rooms  and  studio  at  22  High  Street  in  Hitchin, 
where  Harry  Grylls  joined  him  in  1902.  The  Hertfordshire  Highways  & Byways  vol- 
ume was  completed  rn  1901;  the  London,  South  Wales,  and  Sussex  volumes  fol- 
lowed. An  old  photograph  of  this  time  shows  Griggs  at  the  start  of  one  of  his  long 
sketching  trips,  standing  grinning  beside  a very  odd-looking  motor-tricycle  load- 
ed with  his  gear. 

By  1903  he  had  made  arrangements  for  the  Oxford  A the  Cotswolds  volume  of  the 
Highways  & Byways,  and  set  off  once  more  to  explore  a countryside  that  was  un- 
familiar to  him. 

Thus,  for  the  first  time,  late  in  1903,  he  came  to  Campden  in  Gloucestershire.  In  the 
light  of  his  subsequent  career,  it  is  not  difficult  to  imagine  his  reaction  to  it.  He  found 
there  a mellow  and  charming  small  town,  utterly  unspoilt,  lapped  in  a green  fold  of 
the  Cotswolds,  crowned  by  a fourteenth-century  parish  church  of  impressive  si?e 
and  loveliness.  The  leisurely  curve  of  its  broad  High  Street,  running  past  a mediaev- 
al market-hall,  was  lined  with  houses  built  in  the  deep  honey-coloured  local  stone, 
of  which  no  two  were  identical,  but  each  one  - Mediaeval,  Jacobean,  Georgian, 
or  Victorian  - bore  the  same  stamp  of  the  finest  traditions  of  Cotswold  stone 
building. 

He  found  more  than  a town  of  irresistible  beauty.  He  found  the  sympathetic  fellow- 
ship of  a group  of  men  with  tastes  and  ideals  like  his  own.  In  1902  the  Guild  of  Hand- 
icrafts, under  the  direction  of  C.R.  Ashbee,  a disciple  of  Ruskin  and  Morris,  had  moved 
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from  London  to  Campden . It  brought  with  it  a considerable  group  aiho  were  interested 
in  the  re-establishment  ot  crufts  such  as  ironwork  and  jewelry,  carving  and  cabmet- 
rnoking,  as  well  as  the  ideal  of  craftsmanship  allied  to  building  and  husbandry.  The 
old  Silk  Mill  in  Sheep  Street  was  rented  and  repaired,  cottaqes  were  taken  over,  and 
Braithwaite  House  in  the  High  Street  was  converted  into  living  quarters  for  single  men. 

A school  of  Arts  and  Crafts,  extension  lectures,  choral  classes,  and  other  activities 
were  organised. 

Christopher  Whitfield  in  his  admirable  History  of  Campden  has  described  the 
town  as  it  was  in  these  early  years : During  the  years  from  1900  to  1914,  the  years 
of  the  Guild's  grcatestactivity  in  the  town,  and  the  last  years  of  the  old  world,  a 
certain  prosperity  returned  to  Campden  and  as  urban  influences  increased  its 
amenities,  and  were  not  yet  obtrusive  enough  to  mar  its  peace,  it  attracted  an 
increasing  number  of  visitors.  Guide  books,  such  as  the  Highways  5 Byways  ser- 
ies, brought  the  more  enterprising  motorists  and  cyclists,  and  the  reports  of  those 
drawn  to  it  by  the  Guild,  arid  that  of  residents  and  visitors  to  Broadway,  add- 
ed to  the  number.  Its  agricultural  life  went  on  its  slow  quiet  course,  with  old 
ways  and  odd  characters  and  ail  the  leisurely  coming  and  going  of  an  old-fash- 
ioned country  town,  set  against  an  idyllically  beautiful  background  with  assoc- 
iations reachinq  back  through  centuries.  Ihcre  were  the  activities  of  theGuild, 
there  was  cricket,  tennis  parties,  croquet  parties,  picnics,  dances  and  fetes,-  there  was 
discussion  and  there  wias  practise  of  the  arts  ■ and  there  was  a vigorous  agricultur- 
al life  as  a background  to  all  this.  Life  had  a charm  that  was  both  rustic  and  yet 
sophisticated.  There  were  the  houses  and  dinner-tables  and  tea-tables  of  the  better- 
off,  where  talk  was  often  parochial  but  sometimes  wide-ranging  -and  there  were 
the  inns,  where  all  classes  met  in  easy  fellowship 

That  the  Guild  was  not  successful  in  the  long  run  is  perhaps  not  surprising,  but  man) 
of  the.  men  who  came  to  Campden  stayed  on  and  settled  there-.  Thornton  and 
Downer  the  ironworkers,  and  Alec  Miller  the  sculptor;  the  brothers  George  and 
Will  Hart,  silversmiths;  Paul  Woodroffe  a stained -glass  artist;  and  finally  Griggs 
himself,  who  came  only  as  a visitor.  All  these  men  became  his  friends,  in  perheu- 
latWill  Hart,  whom  he  saw  almost  every  day  for  the  rest  of  his  life. 

He  found  Campden  irresistible,  in  spite  of  his  enduring  devotion  to  Hifchm.  He  came 
back  in  August  of  the  following  year,  again  in  October,  and  then  he  returned  for 
good,  moving  into  quarters  at  Braithwaite  House  at  first,  with  a studio  in  West- 
cote  House.  A year  later,  he  took  a lonq  lease  of  Dovers  House  in  the  High  'street. 

Dover’s  House  was  a sober  eighteenth-century  building  of  Cotswold  stone,  beaut- 
ifully cut  and  coursed.  Its  rooms  were  not  particularly  larae,  and  the  whole  house 
was  inclined  to  be  dark  and  sunless,  as  it  faced  north  onto  the  High  Street  and  its 
garden  at  the  hack  was  overshadowed  by  full  trees.  But  the  rooms  were  bcauti  - 
fully  proportioned,  and  filled  with  Georgian  and  period  furniture,  and  with  fine 
water-colours,  the  effect  on  coming  in  from  the  street  was  a cfeiiGht.  It  was  not  at 
first,  however,  a very  settled  borne  for  Griggs.  He  had  no  housekeeper,  cte  his 
meals  out  at  Braithwaite  House  or  the  Noel  Arms,  and  urns  away  for  much  of 
the  time,  on  tours  for  the  Highways  & Byways  series.  The  Cotswold  volume  was 
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completed  in  1905,  that  on  Berkshire  in  1906,  and  that  on  Buckinghamshire  at  the 
beginning  of  1906. 

In  the  course  of  these  trips,  and  in  the  neighbourhood  of  Campden,  he  made  nem 
and  precious  friendships.  There  mas  E.V  Lucas,  mho  had  mritfen  the  text  to  the 
Sussex  Highmays  volume  illustrated  by  Griggs;  and  there  mas  Philip  Webb  the 
architect,  mho  had  designed  The  Red  House  at  Bcxlcyheath  for  William  Mor- 
ris mhich,  in  its  highly  original  planning  and  use  of  materials,  marked  a ncuj  de- 
parture in  English  domestic  architecture.  Artist  friends  were  Charles  and  Mar- 
garetGere,  their  sister  Edith  and  her  husband  Henry  Payne. 

At  nearby  Wood  Stanmay  lived  another  remarkable  family : C.H. Smith,  mho  mas 
agent  to  Lord  Wcmyss  at  Stanmay  House,  his  mife,  and  their  five  children-Dudley, 
the  only  son,  and  four  daughters,  Margaret,  Jose,  Viva  and  Winifred.  Margaret 
mas  a gifted  artist,  mho  never  married,  and  made  little  money  out  of  her  paint- 
ings. Griggs  mas  delighted  in  later  years  mhen  he  mas  able  to  arrange  a Turner  an- 
nuitancy  from  the  Royal  Academy  for  her.  Winifred,  the  youngest,  mas  also 
the  liveliest  of  the  family,  delicately  pretty  mith  thin  features,  bromn  hair,  and 
grey  eyes,  quite  deaf  but  so  qaick-mitted  that  nobody  mould  have  suspected  it, 
and  irrepressibly  high-spirited.  When  she  mas  still  in  her  teens  she  married  a school- 
master, Stanley  Wood,  mho  mas  more  than  thirty  years  older  than  herself.  They  used 
to  take  a house  in  the  Cotsmolds  every  summer,  and  in  1926,  mhen  Stanley  retired, 
they  leased  Winifred's  old  home  at  Wood  Stanmay.  Evenings  miththe  Smiths, and  later 
mith  the  Woods,  mere  feasts  of  fun  and  hospitality  in  mhich  Griggs  revelled  : there 
they  talked,  laughed,  played  charades,-  in  summer  there  might  be  croquet  by  can- 
dlelight, or  Hide  & Seek  played  by  moonlight  through  haunted  Guiting  Wood . 

Gngqs  also  formed  a close  friendship  mith  Benjamin  Martin  Chandler,  a mealthy 
American  mho  had  married  an  Enqiishmoman  and  had  settled,  first  at  the  Manor 
House  at  South  Littleton  in  the  Vale  of  Evesham,  and  later  on  af  Hidcote  House  on 
the  outskirts  of  Campden.  He  mas  a delightful  and  cultivated  person,  a knoming 
collector  of  fine  prints  and  books,  and  mas  closely  associated  mith  Griggs  in  several 
of  his  of  his  projects.  They'  had  planned,  for  instance,  a private  press  at  Campden, 
and  even  jointly  purchased  one  of  the  Kelmscott  presses,  though  this  project  never 
materialised.  Fine  printing  mas  almays  a subject  of  the  deepest  interest  to  Griggs, 
and  later  on  Campden  had  its  omn  private  printing  press  after  all : the  Alcum  Press, 
started  by  Herbert  Finberg.  He  mas  the  son  of  another  of  Griggs's  friends,  A.J.Fin- 
berg,  the  art-critic  and  authority  on  Turner.  A.J.  Finberg  mas  one  of  the  earliest  ad- 
mirers of  Grigas  s 'etchings : his  second  mife  omned  the  Cofsmold  Gallery  in 
Frith  Street,  in  London,  and  many  of  Griggs's  prints  and  dramings  mere  exhib- 
ited here.  Griggs  relied  much  on  his  adv  ice  and  friendship. 

To  this  rich  circle  of  friends  mas  added,  late  in  1908,  one  mho  became  dearer  and 
more  important  than  them  all : Russell  Alexander.  He  mas  a journalist  mho  morked 
in  Fleet  Street  and  lived  in  a pleasant  old  house  on  Clapham  Common,  escapmq 
to  the  Cotsmolds  for  an  occasional  mcek-end,  and  for  the  annual  holiday  in  late 
summer  that  rapidly  became  a tradition,  later  shared  mith  another  friend,  Nor- 
man Jemson  — a tradition  not  broken  even  by  Griggs's  omn  happy  marriage. 
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In  the  intervals  of  these  meetings  they  kept  up  a dose  and  intimate  correspond- 
ence which,  happily,  lugs  preserved  on  both  sidesr  arid  is  now  in  the  possession  of 
Griggs's  widow.  If  was  to  Russell  Alexander  that  Griggs  poured  out,  in  long  letters, 
the  difficulties  and  the  triumphs  and  the  joys  he  encountered  in  his  etching,  his 
hopes  and  his  dreams,  the  doubts  and  dark  moods  that  sometimes  bitterly  as- 
sailed him,  and  the  whole  warmth  and  fun  of  his  rich  personality.  It  was  on 
Russell's  company  that  he  relied  for  some  of  the  happiest  moments  and  care  - 
free  enjoyments  of  his  life.  And  it  teas  to  Russell  that  he  entrusted  the  writing 
of  the  Catalogue  of  his  etched  work,  the  volume  on  the  first  thirty- eight  of  his 
plates  appeared  in  1928  - a noble  and  meticulous  work,  as  can  be  seen,  for  it  is 
incorporated  in  the  complete  catalogue  in  a iater  section  of  this  volume.  Un- 
happily, it  was  never  completed. 

As  a man,  Russell  combined  great  diffidence  and  sensitivity  with  a rare  vein  of 
fun  and  liveliness,  and  tremendous  warmth  of  heart.  He  was  a minor  poet  of 
distinction,  writing  his  best  work  for  his  friends  or  in  celebration  of  places  and 
people  that  he  loved,  he  drew  arid  painted  with  considerable  skill  and  charm;  in 
another  age  he  would  have  been  the  perfect  illustrator  of  a Book  of  Hours.  In  these 
private  pursuits  he  received  endless  encouragement  and  gentle  goading  from 
Griqgs.  But  Russell  lacked  the  energy  and  drive  to  carry  such  projects  through.  One 
that  they  often  discussed,  for  instance,  was  a collection  of  his  poems  to  be  illus- 
trated by  Grigqs  and  finely  punted.  Another  favourite  ambition,  constantly 
talked  ov  er  in  letters  and  when  they  met,  was  a book  on  Campden  to  be  written 
by  Russell  and  illustrated  by  Griggs.  This  again  came  to  nothing,  while  the  bio- 
graphy of  Griggs  that  Russell  would  have  been  supremely  fitted  to  write  was 
long  projected  by  him  but  never  even  begun. 

All  this  time,  Griggs's  own  reputation  and  skill  as  an  artist  was  growing.  He  had 
not  yet  begun  his  serious  etching  work,  but  the  Highways  & Byways  series 
went  forward,  with  the  pencil  drawings  for  the  Cambridgeshire  volume  — 
drawings  that  fie  never  surpassed  — completed  by  1909.  Some  of  these  had 
been  exhibited  at  Heffer  s of  Cambridge  in  1908.  He  spent  the  spring  of  1908 
at  Biddenham  with  Mallows,  at  work  on  the  Garden  Design  articles  which  were 
published  inThe  Studio  in  1908,  1909  and  1910.  In  1909  he  made  very  fine 
pen-and  ink  drawings  for  the  Collected  Edition  of  William  Morriss  work;  a 
series  of  superb  drawings  for  the  reprinted  History  of  Eton  College;  and  draw- 
ings for  the  Oxford  Calendar  of  the  Bodleian  Library. 

His  first  recorded  work  in  water-colours  is  dated  1906.  He  always  kept  a careful  re- 
cord of  it,  together  with  an  occasional  note  in  his  diary.-  nineteen,  for  instance, 
are  recorded  for  the  three  years  up  to  1912 . Water-colours  were  always  a relaxa- 
tion tor  him,  a delightful  contrast  to  the  toil  and  anxieties  of  his  etching,-  and  while 
his  name  as  an  original  artist  depends  on  the  latter,  his  water-colours  belong  hap- 
pily in  the  corpus  of  the  old  English  school  of  water-colourists,  where  their  spirit 
and  his  show  parallel  conceptions  and  aims.  Turner  was  perhaps  the  most  im- 
portant influence  on  him,  followed  by  Cotman  and  Constable,  and  he  borrowed 
much,  technically,  from  their  styles,  adapting  to  meet  his  own  requirements. 
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II  ETCHING  BEGUN.  THE  WAR  YEARS  1912-1918 


Early  in  1912  came  un  event  o f supreme  importance  in  Griggs  5 life.  On  February  19th, 
alter  three  weeks'  instruction,  he  was  received  into  the  Roman  Catholic  Church, 
taking  the  baptismal  name  of  Maur.  there  was  nothing  sudden  or  impulsive  about 
this  conversion.  As  early  as  1897  he  had  made  a notein  his  diary  of  going  much 
to  Catholic  churches  this  year’,  though  this  youthful  interest  had  been  followed 
by  a period  of  agnosticism.  But  from  1909  onwards  there  is  an  occasional  reveal- 
ing diary  entry:  More  and  more  to  the  nearest  Catholic  church. Often  to  St. 
Catherine’s  here  and  always  to  Westminster  in  town.  .)  more  definite  longing  For 
the  Faith'.  And  now  the  great  step  was  taken  at  last.  A note  in  his  diary  for  February 
19th  records  : Baptised  and  named  Maur.  A note  of  thankfulness  that  the  so-long- 
reluctant  sun  shone  into  my  eyes  the  whole  time.' 

It  was  a matter  of  the  deepest  joy  to  him  that  Russell  Alexander,  together  with  his 
wife  Florence,  told  him  soon  afterwards  of  their  determination  to  be  instructed 
and  received  into  the  Church  too ; and  it  is  impossible  to  exaggerate  the  profound 
influence  of  his  faifh  on  his  whole  life.  His  conversion  has  sometimes  been  attrib- 
uted to  his  passionate  mediaevalism  ■ but  his  library  and  reading  notes  show  that 
his  thinking  on  the  subject  had  been  sustained  and  far-ranging,  no  mere  passing 
fit  of  Gothic  enthusiasm,-  and  of  its  importance  in  his  own  personal  life  and  on 
the  spirit  in  which  his  work  was  done  there  can  be  no  doubt,  though  it  never  made 
him  intolerant  or  arrogantly  controversial.  His  great  friend  Norman  Jewson,  wTio  re- 
mained an  agnostic,  has  remarked  dryly  : You  have  got  quite  a wrong  idea  if 
you  picture  FLG  goina  about  trying  to  convert  other  people  to  Catholicism.  He 
never  tried  to  convert  me...1 

Others  besides  the  Alexanders  followed  into  the  Church  soon  after  him  : his  sister 
Winifred  Gilhft  and  her  husband,  Mrs.  Radcliffe,  and  fhc  poet  Wilfred  Row  land 
Childc  He  celebrated  his  own  conversion  characteristically  in  the  best  mediaeval 
manner : a new  bell  named  Maurus,  designed  by  him  and  cast  by  Taylor  of  Lough- 
borough, was  presented  to  his  local  church  of  St.  Catherine's  in  Campdcn,  the  Gil- 
litts  presenting  a Sancfus  bell  Both  were  blessed  on  May  29th;  the  following  day 
they  were  hung,  and  Griggs  rang  a triumphant  Angelus. 

In  the  same  happy  spring  comes  another  memorable  diary  entry  : April  23rd.  To 
London.  "Sutton"  — my  first  plate. . .',  a record  of  Griggs  s real  beginning  as  an 
etcher,  when  he  went  up  to  Goulding  s Studio  in  London  to  print  it.  Everything  up 
to  now  had  been  a preparation  : the  early  experiments,  the  hundreds  of  Highways 
drawings,  the  gradual  maturing  of  hand  and  mind  and  eye.  And  af  last  he  was 
ready.  This  and  the  following  year  were  years  of  intense  activity  in  the  new 
medium,  for  we  find  no  less  than  six  plates  accomplished  : Sutton,  Maurs  Farm, 
Stanley  Pontlargc,  The  Coppice,  Priory  Farm,  and  Minsden  Episcopi . The  follow- 
ing year  came  Ashwcll  and  Bainack,  portraits  of  noble  church  tourers,  and,  fol- 
lowing a fortnight  in  Ireland,  Carnagh,  his  only  Irish  plate. 

By  February  of  1915  he  had  made  arrangements  with  Mrs.  Bernard-Smith  of  the 
Twenty-One  Gallery  in  the  Adelphi,  in  London,  to  become  his  publisher,  and  in 
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April  1915  his  etchings  were  shown  for  the  first  time,  together  with  a small  group  of  draw- 
ings and  water-colours. 

their  reception  was  enthusiastic.  It  is  rare  indeed',  noted  the  Daily  Graphic’s  critic, 
to  find  such  deep  satisfaction  in  a modern  exhibition  of  etchings  drawings  and 
water-colours. . . This  satisfaction  isgiven  by  their  qualify  and  nature  - fruits  of  sound 
refined  workmanship  and  beauty  and  originality  of  sentiment. . A sensitive  and 
expressive  draughtsman  with  a charming  feeling  for  subtlety  of  line,  and  a 
touch  that  though  light  is  firmly  significant^  noted  the  critic  of  the  Globe.  The 
Evening  Standard's  critic  was  struck  by  the  reality' of  Griggs's  imaginary  scenes 
like  The  Ford  and  The  Cresset  - plates  etched  cailicr  this  year.  They  suggest’  he 
remarked,  '(hat  Mr  Griggs  has  built  a city  in  his  own  head,  and  that  he  knows 
its  topography  so  well  that  he  could  draw  you  plans  to  scale  if  necessary.' 

The  warmest  praise  of  all  came  from  Walter  Bayes,  writing  in  The  Athenaeum  If 
it  be  true  indeed,  as  wc  urc  assured,  that  Mr.  Griggs  is  an  etcher  of  only  some 
two  years'  standing,  his  mastery  is  amazing. . . He  will  probably  rank  among 
the  great  little  masters. . .'  He  added  a piece  of  far-sighted  advice  : amateurs 
of  etching,  he  suggested,  should  part  with  just  one  of  their  Muirhead  Bones  or 
Camerons  and  invest  in  a complete  set  of  Griggs's  etchings. 

Ihese  etchings,  for  all  the  peace  and  tranquility  that  critics  found  in  them,  were 
not  the  products  of  leisurely  and  uninterrupted  work.  The  Highways  \ Byways 
chore  was  an  endless  drain  on  his  time,  involving  long  journeys  through  different 
parts  of  England,  there  were  constant  trips  to  London,  for  printing  purposes  or 
for  discussions  with  his  publishers,  there  were  tours  in  the  Lake  District  or  Ireland 
or  Scotland  m search  of  subjects.  Above  all,  there  were  his  friends,  and  since  he  con- 
spicuously lacked  rhat  sdf-preser\  ing  egoism  common  ro  some  artists,  their  claim 
on  his  time  and  resources  was  one  that  throughout  his  life  tie  was  never  able  to  re- 
sist. A morning's  etching  demanding  fhe  most  painful  concentration  would  be 
laid  aside  to  write  an  encouraqing  letter,  or  cheer  on  a friend  in  some  new  un  - 
derfaking , it  was  a delight  to  him  rhat  Ins  many  talents  -for  design,  for  letter- 
ing, for  architectural  work  - could  be  serviceable  to  his  friends,  and  if  that  took 
away  from  the  time  he  could  devote  to  his  own  work,  so  much  the  worse.  It 
u/as  time  given  generously  and  ungrudgingly,  for  there  can  have  been  few  men 
to  whom  friendship  was  as  precious,  or  good  company  more  uproariously  en- 
joyable. Nothing  delighted  him  more  than  a gathering  of  his  friends  round  his 
own  fireside,  or  in  a local  pub,  or  at  their  houses,  for  talk  and  laughter  and  boist- 
erous fun.  Long  walks  and  picnics,  local  cricket  matches  and  tennis  parties,  were 
the  pleasures  of  his  summer,  and  when  the  days  grew  short  again,  there  were 
evenings  of  music  at  Dover's  House  -not  played  over  on  a gramophone  to  a sil- 
ent audience,  but  made  and  enjoyed  by  every  body  present,  with  Griggs,  who 
was  a good  accompanist  though  he  played  only  by  ear,  at  the  piano  urging 
on  solo  singers,  or  joining  in  the  country'  songs  he  adored,  or  giving  up  his  scat  at 
the  piano  to  friends  who  were  excellent  performers. 

* H-:  * * * 

Ihc  outbreak  of  liar  in  1914  brought,  at  first,  little  interruption  to  this  pleasant  life. 
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Griggs  was  thirty  seven  years  old  - well  over  enlistment  age;  his  health  was  unreliable; 
and  he  suffered  intermittently  from  bad  knee  trouble  caused  by  an  earlier  injury. 
By  the  end  of  1915,  as  the  struggle  grew  more  desperate,  he  made  up  his  mind  to 
join  the  armed  forces  in  one  capacity  or  another;  and  about  the  same  time  his  age- 
group  had  begun  to  be  drafted.  His  own  applications  and  draft  examinations  al- 
ways ended  with  the  same  verdict:  his  knee  injury  made  him  unfit  for  service. 
These  harassing  uncertainties  and  delays,  which  lasted  throughout  1916,  arc  reflect- 
ed in  his  small  etching  output.  In  the  previous  year  he  had  produced  six  etchings; 
Ihcford,  The  Pool,  Stepping  Stones,  JheCres  set,  Meppershall  Chapel,  and  Cornagh, 
some  of  which  had  been  shown  at  this  first  London  exhibition,  which  had  earn- 
ed him  his  election,  at  the  beginning  of  1916,  to  Associate  Membership  of  the 
Royal  Society  of  Painter-Etchers  and  Engravers.  In  1916  he  completed  only  two; 
The  Pipe  and  labour',  an  experiment  on  gne rather  than  copper,  and  a not  en- 
tirely successful  one;  and  The  Palace. 

If  1916  had  its  frustrations,  however,  it  brought  Griggs  valued  new  friends.  One  was 
Arthur  Gaskin,  a painter  and  illustrator  of  the  Birmingham  School,  much  influ- 
enced by  Edward  Burne-Jones;  his  work  is  best  seen  in  the  two-volume  Hans 
Christian  Andersen  Another  was  Ernest  Gimson,  who  lived  at  Sapperton,  near  Cir- 
encester. He  uusa  designer  of  striking  originality  and  forceful  personality.  He  had 
formed  his  own  atelier  of  carefully'  trained  craftsmen,  and  insisted  on  rhe  highest 
standards  of  thoroughness  and  workmanship.  He  is  best  known  today  for  his  furn- 
iture designs,  but  a pair  of  firedogs,  a moulded  plaster  ceiling,  a set  ot  brass  candic- 
sconces  dcsiancd  by  him  were  things  of  arresting  beauty,  vety  English  in  their 
strength  and  sobriety.  Like.  Griggs  he  hud  been  trained  as  an  architect,  and 
though  he  abandoned  it  as  a full-time  profession,  he  still  practiced  mtermif- 
te  ntly ; he  designed  his  own  beautiful  house  at  Sapperton,  and  others  at  Leicest- 
er and  in  the  Charnwooci  Forest;  the  Hall  and  Library  at  Bedales  5chool  are  also 
of  his  design,  though  they  were  not  carried  out  until  after  his  death.  His  influence 
was  seminal:  a whole  school  of  English  architects,  designers,  craftsmen  and  art- 
ists owed  their  inspiration  to  him;  and  his  death  in  1919  was  an  enormous  loss 
to  his  friends  and  to  Enqland.  In  their  work,  their  outlook  and  their  ideals,  he  and 
Griggs  had  much  in  common : they  admired  and  respected  each  other,  they/  be- 
came great  friends.  One  immediate  practical  consequence  of  this  friendship 
was  that  much  of  the  superb  Georgian  furniture  with  which  Griggs  had  origin- 
ally furnished  Efover  s House  was  sold  and  replaced  by  the  work  of  Gimson  and 
his  associates  : Griggs  was  never  half-hearted  in  his  enthusiasms. 

And  a much  more  delightful  result  of  early  meetings  was  tfiat  Griggs  now  met 
Norman  Jewson,  who  had  come  to  Sapperton  as  an  apprentice  architect  some 
years  earlier  to  work  with  Ernest  Gimson . Jewson  married  a daughter  of  Ern- 
est Barnsley,  himself  a disciple  of  Gimson,  and  has  lived  at  Sapperton  ever 
since,  practicing  his  profession  with  keen  enthusiasm  and  great  sensitivity. 

He  was  a tall,  calm,  affable  man,  with  a dry  wit  and  a great  warm-heartedness, 
the  best  company  in  the  world  and  he  and  Griggs  enjoyed  each  other’s  un- 
broken friendship  for  over  twenty  years,  until  Griggs's  death  in  1958 : they  met 
at  least  once  a week,  when  Jcwson's  work  brought  him  over  to  Campden  on 
commissions  often  secured  for  him  by  Griggs,  and  Jewson  at  once  began  to 
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make  a welcome  third  in  the  annual  holidays  with  Russell  Alexander,  together, 
they  would  stay  at  Campden  or  at  Sappcrfon,  or  in  Jewson's  little  cottage  down 
in  Somerset,  or  would  tour  the  West  Counties  in  Jewison’s  car,  staying  at  inns 
and  farmhouses. 

But  there  was  little  time  now  for  leisurely  enjoyment  of  old  or  new  friendships.  Frus- 
trated in  his  attempts  to  enlist,  Griggs  reluctantly  resolved  to  take  up  some  other 
form  of  war  work.  By  the  spring  of  1917,  he  was  working  in  a munitions  factory, 
the  Lacre  Works  at  Letcfiworth . There  were  compensations  even  here : he  found  the 
Works  Manager,  Harry  Shclvoke,  a delightful  man,  and  he  and  his  wife  become 
Griggs's  fast  friends.  Together  they  made  many  jaunts  into  neighbouring  East  Ang- 
lia. Years  later,  he  dedicated  one  of  his  finest  plates,  Memory  of  Clavering,  to 
them.  But  the  factory  work  itself,  wretchedly  uncongenial  and  arduous  as  it 
was,  broke  his  health  down  : he  was  released  in  June,  spent  much  of  the  follow- 
ing winter  in  bed  under  doctor  s orders,  and  was  only  able  to  resume  it  the 
following  spring  for  a short  while  . 

Back  in  Campden , Griggs  spent  part  of  the  summer  and  autumn  at  work  with 
Gimson  on  a joint  architectural  project:  the  designing  of  new  buildings  for 
Stonyhurst  - a project  doomed  to  extinction  at  the  death  of  Gimson  in  1919.  Two 
more  plates  were  etched : Sellenger,  and  the  first  state  of  St.  Botolph's  Bridge. 
Ana  the  first  studies  were  made  for  The  Minster  - the  plate  his  friends  used  to 
call  Griggs's  Cathedral'. 

In  February  of  1918  he  was  elected  a Fellow  of  the  Royal  Society  of  Painter  Etch- 
ers and  Engravers  - in  record  time  and  unanimity  '.  In  the  following  months 
he  completed  Stoke  Poges,  The  Minster,  and  Mortmain,  and  early  in  1919  he 
completed  Epiphany,  a plate  designed  as  thanksgiving  for  the  wars  end,  and  dis- 
tributed to  his  friends. 

Griggs's  circle  of  friends  - he  had  a genius  for  friendship  - had  now  been  enriched 
with  several  of  the  artist-craftsmen  associated  with  Gimson,  who  lived  in  or  near 
Sappcrtori.  Among  them  were  Alfred  Powell  and  his  wife  Louise,  both  of  them 
gifted  ceramic  designers : much  of  their  delicate  blue  and  green  and  silver)  lustre- 
ware  found  its  way  to  Dover's  House.  William  Simmonds  thesculptor  and  wood- 
carver  was  another.  Best  known  of  his  work  are  his  placid,  simple  country  animals: 
cows,  pigs  and  great  cart-horses  vigorously  carved  in  wood;  and  friends  who  spent 
an  evening  with  him  and  his  wife  Eve  were  sometimes  diverted  by  an  exquisite 
puppet-show  given  by  Simmonds  with  puppets  carved  by  himself  - it  was  typical 
of  the  Gimson  circle  to  be  prodigal  of  their  talents  for  the  delight  of  their  friends. 
Norman  Jewson  himself  had  worked  with  Gimson  at  Sapperton  since  1906.  The 
Barnsley  brothers  -Sidney  and  Ernest  - had  known  him  even  longer,  since  the 
days  of  their  apprenticeship  in  London  when  Sidney  worked  for  Norman  Shaw, 
and  Ernest  and  Gimson  in  J.F.Sedding's  office.  All  three  had  then  moved  to  P i r» - 
bury  in  the  Cotswolds,  and  thence  in  1903  to  Sapperton,  three  miles  away,  where 
they  worked  together  in  the  design  and  making  of  furniture  and  on  archi  - 
tectural  projects. 
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fhesr  friends,  and  the  small  and  lovely  Cotswold  villages  inhere  they  lived,  be- 
came names  that  constantly  recurred  in  Griggs's  diaries.  As  he  wrote  at  this 
time  to  Harry  Shelvokc : Since  writing  I've  been  to  Nailsworth  A other  places 
hereabouts,  and  really,  there's  no  place  in  England  like  the  best  of  the  Cots- 
wolds.  I love  them  more  and  more.  Ihaf  doesn't  lessen  my  congenital  love  of 
East  Anglia  though. 
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Ill  AFTER  THE  WAR  1919-1925 


In  early  August  of  1919,  Gimson  became  very  ill,  and  was  taken  to  London  by  his  wife 
Emily,  with  Griggs  and  Sidney  Barnsley,  to  consult  a specialist.  The  verdict  was  a 
cruel  one,  and  they  took  him  back  the  same  afternoon  to  Sapper  ton,  where  he 
died  on  the  12th . His  death  was  felt  as  a most  grievous  loss  by  Griggs,  who  had 
deeply  valued  this  brief  friendship.  Like  all  those  who  had  come  to  know  Gim- 
son well,  he  had  been  encouraged,  animated  and  profoundly  inspired  by  this 
remarkable  man.  Jcwson  has  expressed  his  own  feclmqs  at  the  time : Gimson 
was  my  greatest  friend,  and  very  much  more.  Professor  Lethaby  had  called 
him  the  inspiration  of  England ".  His  early  death  was  a terrible  blow  to  me,  though 
tlw  friendship  which  had  sprung  up  between  Fred  and  myself  by  that  time  was  a 
valuable  mitigation.' 

By  November  of  the  same  year,  some  of  Oimsons  closest  friends  -Jewson,  Sidney 
Barnsley,  Griggs, .Lethaby,  Alfred  Powell  and  Emery  Walker -had  planned  their 
own  tribute  to  his  memory.  If  took  the  form  of  a most  benutiful  book : Ernest 
Gimson,  His  Lifcond  Work,  finely  printed  on  hand-made paperandartistically  bound. 
Lethaby,  Powell  and  Griggs  recorded  in  it  their  own  appreciation  of  Gimson,  it 
was  illustrated  with  engraved  pen -and  ink  drawings  by  Griggs,  and  sixty  col- 
lotype plates  of  houses,  furniture,  wrought  ironwork,  and  plasterwork  of  Gim- 
son's  design.  Ihe  book  was  privately  printed  af  the  Shakespeare  Head  Press  in 
1924. 

Another  form  of  memorial  had  been  occupying  much  of  Griggs's  time  from  early 
1919  onw  ards : the  little  Cotswold  villages  hod  made  then  sad  reckoning  of  war 
dead,  and  many  of  the  crosses  erected  in  their  memory  were  designed  by  Griags, 
who  offered  his  services  diffidently,  refusing  payment,  and  went  to  endless 
pains  to  sec  that  each  was  a beautiful  and  appropriate  piece  of  work . At  Broad- 
way and  Willersev,  at  South  Littleton,  Upton  St.  Leonards  and  Snowshiil.at  Bar- 
laston,  Painswick  and  Chcd worth,  and  Biddenham  near  Bedford,  the  memorials 
slowly  arose  over  tire  next  few  years,  most  of  them  a simple  cross  mounted  on  a 
shaft  and  stepped  plinth.  Ironically,  the  one  that  gave  him  most  trouble  was  Camp- 
den  s : the  local  Council  would  certainly  have  preferred  an  honest  Protestant  to 
do  the  job  for  them,  and  there  was  bitterness,  resentment  and  much  ill-feeling 
before  they  could  agree  to  ask  him  to  do  the  work  . As  it  stands  now  in  the  island 
of  green  grass  near  the  Market  Hall  in  Campden  High  Street,  it  is  a small  monu- 
ment of  great  beuuty. 

W ith  so  much  to  occupy  him  elsewhere,  it  was  only  occasionally',  during  these 
months,  that  he  was  able  to  return  to  etching  - to  my  vast  relief  '.  In  1919  only 
one  etchinu  reached  its  final  printing  - his  Epiphany  plate;  one  other  new  one 
was  begun  — Totterne  Inn . This  year,  as  always,  however,  days  of  work  were  spent 
on  additions  and  corrections  to  older  plates.  He  rarely  destroyed  a plate  while 
he  thought  it  still  capable  of  enrichment  or  improvement : it  became  an  old 
friend  to  which  he  returned  again  and  again,  occasionally  after  a lapse  of 
years.  If  a plate  remains  in  existence  long  he  once  wrote  to  Campbell  Dodcj- 
son,  I can't  keep  my  hands  off  it  because  I’m  alway  s seeing  improvements.' 
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In  the  felloujing  year,  tor  instance,  he  icorked  on  a complete  revision  ot  Minsdcn 
Episcopi,  uuhich  mas  turned  into  Palace  Farm,  and  of  the  Cresset,  renamed  the  K»ar- 
bican  — both  ot  them  plates  originally  etched  in  1915.  In  1920  Tot  ter  ne  Inn  mas 
finished,  and  the  final  printing  made  of  Stoke  Poges.  He  found  time,  too,  to  de- 
sign some  lettering  for  the  Shakespeare  Head  Press,  a set  of  nem  candle-brack- 
ets for  the  organ  at  St.  Catherine's,  and  mood  panelling  for  Paul  Woodroffe's 
house.  And  it  mas  in  this  year  that  he  began  another  labour  of  love:  the  Defin- 
itive Catalogue  of  Samuel  Palmer's  ruork  in  etching  and  mater  colour. 

In  April  of  1920  he  mas  elected  to  the  Council  of  the  Royal  Society  of  Painter- 
Etchers  and  Engravers,  in  December  ro  the  Council  of  the  Graphic  Art  Society. 

In  the  Royal  Society  s shorn  in  February,  he  exhibited  only  one  plate,  Epiphuny; 
but  later  in  the  year,  nineteen  of  his  etchings  mere  exhibited  at  the  Imenty-One 
Gallery,  and  drem  enthusiastic  notice.  Although  some  critics  still  sam  him  as  a 
man  obsessed  by  Gothic,  there  mere  many  mho  understood  better  mhaf,  in 
his  etchings,  he  laboured  to  convey.  Charles  Marriott,  mating  in  Outlook',  ex- 
pressed it  vividly : Griggs's  imaginary  scenes,  he  said,  create  the  illusion  of  a real 
tornn  mith  its  outskirts  and  surrounding  villages,-  of  a ichole  district  of  England, 
indeed . The  form  happens  to  be  Gothic  but  that  is  only  an  accident  of  personal  pre- 
ference . I do  not  suppose  rhat  Mr.  Griqgs  mould  have  us  build  Gothic  fornns  nom 
but  that  he  mould  have  us  build  in  the  same  spirit.  Above  all,  he  mould  have  us 
build  out  of  the  ground.  I have  a strong  suspicion  that  the  still  air  of  antiquity 
in  his  etchings  is  only  the  still  air  of  common -sense  and  me  1 1 -ordered  life...',  and 
he  added  a perceptive  tribute  to  the  technical  achievement  of  these  etchings: 

Mr.  Griggs  is  so  full  of  his  subject,  England,  that  good  etching  folloms  naturally. 
The  impression  you  get  is  that  his  only  care  has  been  to  do  justice  to  mhat  he  sees; 
that  he  takes  not  credit  for  his  vision,  but  mould  blame  himself  if  he  failed  to  make 
it  clear,  or  added  a line  that  mas  not  necessary  for  the  purpose. 

This  mas  the  last  occasion  on  mhich  Griggs  exhibited  nem  rnork  at  the  Tmenty-One 
Gallery.  In  the  folloming  year,  Colnaghis,  the  Bond  street  print  dealers,  made  him 
mhat  seemed  then  a very  good  offer  to  become  his  publishers,  mhich  he  accepted 
the  more  readily  since  his  dealings  mith  Mrs.  Bernard-Smith,  mho  ran  the  Tmenty- 
One  Gallery,  had  not  almays  been  easy.  Before  rhe  final  agreement  could  be 
concluded,  lamyers  had  to  be  called  in  : the  resulting  agreement  mas  that  the 
Tmenty-One  Gallery  retained  the  right  to  publish  from  the  old  plates  - mtule 
Colnaghi  s had  the  rights  in  all  nem  plates.  The  official  parting  date  mas 
June  17th  1921.  This  offer  from  Colnaghi  s mas  proof  of  the  considerable  discern- 
ment of  one  of  their  partners  named  Harold  Wright,  a man  mith  a consum- 
mate knomledge  of  prints  and  the  print  market.  F.  L Griggs  mas  nom  an  es- 
tablished name  in  the  etching  morld,  and  indeed,  over  the  next  fern  years,  the 
market  value  of  his  prints  rose  steadily  and  gratifyingly : Colnaghi  s might 
congratulate  themselves  on  a shremd  stroke.  Griggs  and  Wright,  houjever, 
never  became  close  friends,  though  the  relationship  befmeen  them  mas  aliuays 
cordial.  Temperamentally,  they  mere  poles  apart,  and  if  Wright  mas  capable 
of  appreciating  the  quality  of  Griggs's  etchings,  he  never  understood  Griggs  as  a 
man.  It  is  significant  that,  after  seventeen  years'  association,  the  tmo  men  mere 
still  addressing  each  other  by  their  surnames. 


19 


By  Ihe  time  the  Colnaghi's  arrangement  had  gone  through,  Griggs  had  other  mat 
ters  to  absorb  his  attention.  On  June  1st,  he  had  walked  over  to  Broad  Campdcn 
to  dine  with  friends  of  his,  Harry  and  Lily  Horsfield.  Lily  was  a talented  artist,  and 
Griggs  often  spent  a pleasant  evening  in  their  company.  On  this  occasion  there 
was  an  addition  to  the  party  - Lily's  younger  sister  Nina,  who  was  staying  with 
them,  and  whose  delicate  grey-eyed  prettiness  and  diffident  charm  made  an 
immediate  impression  on  him.  He  invited  them  all  back  to  dinner  the  follow- 
ing day 

It  was  a June  of  flawless,  wonderful  weather,  one  hot  and  sunny  day  succeeding 
the  last.  The  brief,  enchanted  courtship  of  daily  visits,  of  meetings  at  early  Mass 
and  long  walks  together,  is  told  in  a few  terse  entries  in  his  diary  : 

June  25th  Mass.  Back  Broad  Campden  Nina  Muir.  Breakfast  Horsfields.  Eves- 
ham Horsfields  and  Nina.  Lunch  Broad  Campden.  Home  late. 

June  30th . Picnicsupper.  Horsfields  X Nina.  5 mile  drive.  Coff ee  Pot  X Sard- 
ines'. Home  late. 

July  1st.  Walk  Nina  X Lily  towards  Pax  ford  fields. . . 

July  4th  Mass.  Walk  home  with  Nina.  Nina  tea.  Walk  with  her.  Dovers  Hill  X 
fhe  Lynches  X woods.  Engaged  to  her.  Too  great  a gift.  Back  Broad  Campden 
Supper  there  X evening. 

After  their  engagement,  Nina  Muir  stayed  on  at  Broad  Campden  with  the  Hors- 
fields  until  mid  July,  returning  again  with  her  mother  at  the  end  of  the  month. 
Ihe  diary  entry  for  August  1st  speaks  of  Days  of  great  worry  and  GREAT  HAP- 
PINESS'. In  August  Nina  moved  over  to  Campden,  where  she  stayed  with  Miss 
Helen  Macaulay,  an  old  and  very  dear  friend  of  Griggs  -she  called  him  Dorn  - 
mic  and  he  called  her  Mercy  . He  had  altered  two  cottages  in  Leysbournc,  a 
part  of  Campden,  and  made  them  into  a charming  little  home  for  her.  5he 
was  devoted  to  him,  and  delighted  with  Nina,  who  stayed  on  with  tier  all 
through  the  autumn,  and  when  she  died  suddenly  and  peaeefully,  at  the  age 
of  sixty,  early  in  December,  Griggs  was  much  moved  to  find  that  she  had 
left  her  house  to  her  dear  Dominic  in  her  will,  in  the  hope  that  it  might  help 
further  the  plans  he  was  already  beginning  to  make  for  his  owndrcom  house. 

After  Nina  went  back  to  London,  Griggs  began  work  on  the  Leicestershire  High- 
ways X Byways,  going  over  to  Hitchin  for  Christmas  and  the  New  Year,  and 
worked  on  at  his  etchings,  two  of  which  had  been  begun  this  year  . St.Wcndred's, 
March,  and  Anglia  Perdifa. 

Frederick  Landseer  Maur  Griggs  and  Nina  Blanche  Muir  were  married  at  Bromp- 
ton  Oratory  on  January  9th  1922 . They  stopped  briefly  at  Dover  and  Paris  on 
their  way  to  Avignon,  where  the  honeymoon  was  spent  - the  first  and  last 
considerable  time  Griggs  ever  spent  abroad . While  there,  he  made  what  many 
consider  the  finest  of  all  his  drawings  - a series  in  black  and  red  crayon,  a 
group  of  which  were  exhibited  at  the  Cotswold  Gallery  when  the  couple  got 
back  at  the  end  of  February. 

Of  those  first  few  weeks  of  married  life  in  Campden , Griggs  noted  in  his 
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diary:  From  our  return  on  Feb.  21st  till  now  there  has  been  nothing  to  chronicle  ex- 
cept much  hard  work  & for  play  daily  walks  with  Nina.  Much  and  great  happi- 
ness the  whole  time.  Minnie  gave  notice  to  leave  on  March  18th  & that's  all 
that  was  wrong.  Minnie  Nichols  was  his  housekeeper,  and  she  was,  by  all 
accounts,  a most  remarkable  woman,  tail,  thin,  rather  sharp  in  appearance 
and  manner,  but  deeply  devoted  to  Griggs  and  possessed  of  an  unexpected 
talent  tor  mimicry  which  made  him  roar  with  luughter  on  occasion.  She  had 
been  with  him  for  nearly  ten  years,  keeping  the  house  ir»  spotless  older  and 
the  store  - cupboards  loaded  with  her  home-made  jams  and  jellies  and  chut 
ncys.  The  great  worry'  noted  by  Griggs  in  tire  first  few  weeks  of  his  engagement 
may  well  have  been  her  refusal,  at  first,  to  stay  on  after  he  was  married ; but 
she  was  won  round  to  give  Nina  a warm  welcome,  and  she  remained  with 
ihem  till  curly  in  the  summer. 

For  Griggs  these  were  months  crowded  with  activity.  He  was  hard  at  work  on 
revision  of  plates  - Totterne  Inn,  Sellengcr,  and  St.  Wend  red's,  March  were  all 
completed  tins  s ear.  There  was  more  work  to  be  done,  with  the  travelling  it  in  - 
solved,  on  the  Leicestershire  Highways  & Byways.  Throughout  the  spring  there 
were  enthusiastic  discussions  with  Ben  Chandler  and  Bernard  Newdigatc,  who 
ran  the  Shakespeare  Head  Press  at  Stratford,  about  the  long-planned  Camp- 
den  book,  to  be  illustrated  with  woodcuts  made  from  pen  drawings  by  Griggs. 
The  project  was  ambitious  and  delightful . they  planned  a whole  series  of  fine 
hooks,  each  one  devoted  to  a Cofswold  town.  In  the  end,  only  partofthe  Camp- 
den  volume  was  achieved,  and  printed  two  years  after  Griggs's  deatfi,  in  1940. 
Complete,  it  must  have  been  a noble  work . Butof  the  text,  only  a foreword 
was  written,  by  Russell  Alexander ; and  of  the  hundred  illustrations  plan 
ned,  Griggs  found  time  to  finish  only  fwenty-four  drawings,  from  which 
woodcuts  were  made  by  Clemence  Housman,  Bernard  Sleigh,  W.M.R. Quick, 
and  Alec  Buckles. 

His  days  were  never  long  enouah  now  to  cram  into  them  all  he  wanted  to  a- 
chievc  or  create  or  enjoy.  One  recurring  distraction,  for  instance,  was  the  need 
for  a trip  to  Goulding's  Studio  in  London  whenever  he  needed  a proof  of  a 
plate.  His  own  standards,  too,  were  fastidious  and  exacting,  about  this  time, 
accordingly,  he  arranged  for  a press  to  be  installed  at  Dover's  House  where, 
in  future,  he  could  do  his  own  printing,  a back  breaking  job  that  most  etchers 
were  content  to  leave  to  other  hands,  considering  then  own  work  done  once 
the  biting  in  process  was  complete.  Some  yeurs  later,  in  1926,  when  the  print- 
ing-work became  too  much  for  him  single-handed,  he  took  on  a young  ass- 
istant, Charles  Blakemun,  whom  he  sent  up  to  the  Coiieqe  of  Art  at  South 
Kensington  in  London  for  an  initial  training  spcil . 

The  same  fastidious  attention  was  lavished  on  the  paper  on  which  Ins  etchings 
were  printed  - old,  hand-made  papers,’  wrore  Campbell  Dodgson,  grey,  arccn, 
ivory  or  white,  chosen  with  exquisite  fact  to  enhance  the  merits  of  partic- 
ular plates,  and  chosen  also  with  a view  to  durability,  the  more  perishable 
Japanese  paper  being  rarely  used.  He  hunted  beautiful  papers  with  a col- 
lector's ^eal,  and  hoarded  it  lovingly;  occasionally  Nina  would  be  dispatch- 
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eel  to  Paris  on  a pciper-chase  for  him,  returning  in  triumph  with  ten  or  twelve 
pounds'  worth  bought  from  Georges  Privut  in  the  boulevard  Haussman,  of  the 
particular  tone  and  texture  he  hod  specified.  I liKc  to  recall  , wrote  Reginald 
Mine,  (jriqgs's  lawyer-friend  at  Hitchin,  how  many  blank  leaves  of  my  own 
pillaging  in  thepurlicus  of  the  law  are  now  the  background  of  his  exquisite 
etchings. ' 

July  1922  brought  him  a signal  recognition:  election  as  Associate-Engraver 
of  the  Royal  Academy.  He  wrote  to  Russell  Alexander : I want  to  tell  you 
that  they  elected  me  an  Associate  of  the  R.  A.  last  Monday.  I know  that 
you’ll  be  glad.  Wc  ve  got  over  those  callow  days  when  we  sneered  at  the 
R.A.,  and  now  see  it  as  a somewhat  stodgy  bulwark  against  anarchic  art. 

It  does  keep  to  tradition  and  is  of  the  day  (however  hateful  the  day)  and  so 
honest.  A few  weeks  later,  on  September  25th  ( there  was  a deeper  joy  and 
happiness : his  first  child,  a son,  was  born,  and  christened  John  Ceolfrid. 

The  lust  state  of  Linn  bridge,  then  just  completed,  was  dedicated  to  him. 

His  next  plate  Laneham,  begun  early  in  1923,  uuas  a presentation  plate  for  rhe 
Print  Collectors'  Club,  and  in  April  he  began  work  on  a new  plate,  Fen  Mon  - 
astery.  This  marked  a departure  in  at  least  one  respect : measuring  CVs  x 
9%  inches,  it  is  the  largest  plate  he  had  yet  attempted ; and  from  then  on, 
with  the  exception  of  the  Little  Churches  series,  all  his  plates  were  on  this 
larger  scale 

A glance  at  his  diary  for  this  year  gives  some  indication  of  the  heavy  press  - 
ure  of  outside  activities  and  public  commitments  on  his  etching  time.  There 
were  visits  to  London  for  meetings  of  the  Royal  Society  of  Painter-Etchers 
and  Engravers,  and  to  Sappcrton  for  studies  for  the  illustrations  for  the  Gim- 
son  book . In  the  spring  he  was  made  an  honorary  member  of  the  Society  of 
Graphic  Al  t,  and  a little  later  on  he  was  elected  to  the  Council  of  the  Society 
for  the  Protection  of  Ancient  buildings  - a new  responsibility  which  he  felt 
compelled  to  undertake,  and  which  involved  him  in  considerable  correspond- 
ence and  frequent  journeys  to  London  for  meetings.  There  was  more  work 
still  to  be  done  on  the  Leicestershire  Highways  & byways , there  were  meet- 
ings in  the  autumn  with  Sir  Martin  Hardic  and  Sir  Frank  Short,  leading  etchers 
of  the  time, todiscussaprmting  of  theuncancelled  plates  of  Samuel  Palmer;-  a 
small  edition  of  some  twenty-five  was  visualised.  And  the  end  of  theyear 
came  in  a frantic  state  of  haste  and  whirl,  as  time  is  pressing  hard  on  my 
heels  asl  try  to  get  a plate  done  for  R E.  sending-in  day  on  the  26th  Jan.  It's 
hateful  to  be  so  hurried  but  perhaps  best  for  me.' 

Amid  all  this  activity  there  had  been  one  major  event  in  his  family  life : the 
birth  of  his  daughter  on  September  17th  1923.  She  was  christened  Mary  Marg- 
ery Frances. 
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IV  TRIUMPHS  1924-1028 


The  next  four  or  five  years  were  perhaps  the  happiest  and  certainly  the  most 
prosperous  of  his  life.  Etchings  haveseldom  appealed  to  a wide  general  pub- 
lic, but  among  those  who  knew  and  cared  for  them,  Griggs's  reputation  was 
now  secure  and  fast-growing.  Financially,  this  was  a delight  and  a relief, 
there  was  never  enough  money  to  spare  for  all  the  books  and  fine  prints  he  cov- 
eted, or  to  free  him  entirely  from  the  nagging  cares  that  increased  with  his 
growing  family,  but  at  least  now  fie  could  rely  on  his  etchings  for  an  adequate 
income,  and  put  aside  for  long  stretches  at  a time  the  bread  -and-butter 
work  of  book  illustration  which  ate  into  his  etching  time ; and  some  of  his  rich- 
est work  was  produced  in  these  years. 

January  of  1924  was  devoted  to  the  plate  of  St.  Botolph's,  Boston,  begun  at  the 
end  of  1923,  and  the  noblest  of  all  his  etchings  in  this  biographer's  opinion.  It 
was  completed  in  its  First  State  - the  building  itself  only  - and  taken  up  to  Lon- 
don for  the  Royal  Society  of  Painter-Etchers  and  Engravers  show  - ftiat  annual 
deadline  the  approach  of  wjhich  always  plunged  him  into  a frenzy  of  etch- 
ing, and  hurried  so  many  of  his  plates  towards  completion.  The  Fifth-and  fin- 
al -State  of  this  etching  was  not  completed  until  1925,  though  he  worked  on 
it  intermittently  in  the  course  of  theyear,  and  most  of  the  spring  was  taken  up 
with  another  'vertical',  Potters'  Bow,  a stubborn  and  difficult  plate  which 
gave  him  much  trouble,  it  was  finished,  an  edition  printed,  and  the  plate  de- 
stroyed by  mid-September.  He  worked  this  year  on  the  final  state  of  Anglia  Per- 
dita  spendmg  mostof  December  on  it;  another,  older,  plate,  Maurs  Farm,  re- 
ceived the  final  inspired  strokes  which  took  it  into  its  Seventh  and  Eighth  States; 
and  by  January  1925  be  was  frantically  working  against  the  clock  once  more  to 
get  yet  another  plate  done  : it  was  the  Almonry,  shown  with  Potters  Bow  and 
Anglia  Perdita  at  the  R E.  show  as  a group  of  three  verticals'.  March  of  this 
year  was  almost  entirely  given  up  to  further  drawing  directly  on  the  plate  of 
The  Almonry-'it  seems  to  drink  it  all  up'  he  wrote-  and  an  early  state  was 
exhibited  at  the  Royal  Academy  in  April . Rather  to  his  surprise  it  immediate- 
ly became  a run  away  favourite  with  the  print-buying  public,  who  admued 
it  as  a technical  tour  dc  force,  and  liked  its  cheerful  Christmassy  appeal. 

To  many,  it  is  the  finest  of  all  his  plates,  and  its  popularity  has  never  de- 
clined. 

Ihe  burst  of  splendid  activity  which  produced  it  was  sustained  right  through 
to  the  spring  of  1926.  Anglia  Perdita  was  completed  in  March;  twenty-two  of 
the  drawings  for  the  Campden  book  were  done  and  ready  for  the  engravers 
by  June ; throughout  the  summer  and  autumn  he  worked  on  Ihe  Almonry, 

St.  Botolph's,  Boston,  and  Fen  Monastery;  and  by  February  1926  he  had  be- 
gun work  on  another  glorious  plate  : Surras. 

In  January  of  this  year  he  had  celcbrerted  the  birth  of  his  third  child,  a daugh- 
ter christened  Milliccnt  Elizabeth ; and  his  dreerms  of  a new  Dover's  House,  de- 
signed by  himself  in  the  Cotswold  tradition,  built  entirely  by  local  craftsmen, 
were  renewed  by  plain  necessity.  Dover's  House  was  too  small  for  his  family  now; 
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1he\  ncrc  cramped  for  spuce,  and  he  had  to  renf  rooms  in  a neighbouring  house 
for  his  onun  luork  He  began  to  plan,  fo  make  enquiries,  to  work  out  details  of 
house  and  garden  and  orchard  for  a splendid  new  home  in  Campden ; 
and  though  ihe  expense  hi  prospect  might  have  intimidated  a more  cau- 
tiousman,  Ins  financial  outlook  seemed  encouraging.  There  ujus  an  eaaer 
market  for  every  print  he  could  produce,  and  there  ujere,  in  addition,  com- 
missions from  time  to  time  for  water-colours,  work  that  he  found  enjoyable 
and  relaxing. 

But  before  these  plans  for  a new  Dover's  House  were  reads  , there  arose,  sudden- 
ly and  unexpectedly,  a threat  to  ihe  peace  and  beauty  of  Campden  itself.  Dov 
er's  Hill,  that  great  green  bold  escarpment  of  the  Cotswolds,  like  a rampart  on 
the  north-west  of  the  town,  whic  h looked  out  oxer  the  full  rich  sweep  of  the 
Vale  of  Evesham,  came  up  for  sale.  There  was  alarming  talk  of  large  hotels 
planned,  of  an  orgy  of  speculative  building.  Frantically,  Griggs  appealed  in 
the  Times  for  funds  fo  buy  it,  and  preserve  its  tranquil  woods  and  slopes  and 
meadows  for  public  enjoyment.  His  appeal  was  met,  predictably,  with  plenty 
of  sympathy  but  very  little  money,  and  when  the  das  of  ihe  sale  arrived,  he  had 
collected  only  a fraction  of  the  funds  needed.  Undeterred,  and  heedless  of  his 
own  overdraft,  he  attended  the  sale,  outbid  the  speculators,  and  bought  Dover's 
Hill  himself.  Over  the  next  two  years,  rich  friends  and  lovers  of  Campden,  no- 
tably Professor  G.M. Trevelyan,  put  up  enough  money  to  buy  it  from  him  and  hand 
it  over  to  the  National  bust,  in  whose  keepina  it  remains : a small  monument  on 
Dover's  Hill  records  his  and  their  generosity. 

The  gesture  was  as  maanifient  as  it  was  typical . Over  the  years  since  he  first  came 
to  live  in  Campden , tic  had  devoted  his  time,  his  money  and  his  energies  with- 
out stint  to  preserve  its  beauties  uri defaced . He  loved  it  passionately  and  he 
fought  for  it  continuously,  waamg  a sustained  one-man  campaign  in  the  teeth 
of  apathy  and  even  hostility.  But  for  his  intervention,  telephone  wires  would  have 
run  across  the  streets;  he  argued  the  GPO  into  bringing  them  in  underground. 

It  was  after  his  energetic  protests  that  muted  grey  telephone  kiosks  were  put  up 
in  the  High  Street,  instead  of  the  customary  scarlet  ones.  When  a new  shop- 
front was  planned,  the  facade  of  a house  altered,  or  a new  sign  erected 
that  would  have  marred  the  harmonious  loveliness  of  the  street,  he  steeled 
himself  for  argument,  and  more  often  than  not  ended  up  redesigning  a 
building  for  no  fee.  When  there  was  o proposal  to  do  away  with  the  pleas- 
ant grass  verge  that  runs  down  one  side  of  the  High  Street,  Tic  fought  valiant- 
ly and  successfully  for  its  retention.  The  Conygree,  that  broad  meadow  rhaf 
rises  from  a winding  stream  to  the  foot  of  the  Parish  church,  was  bought  for 
the  National  Trust  through  his  efforts.  And  when,  some  years  later,  the  Camp 
den  Council  proposed  to  erect  eight  Council  houses  built  of  red  brick,  it  was 
Griggs  again  who  intervened  personally,  persuaded  them  to  have  the  houses 
faced  with  roughcast  and  stone  quoins  if  stone  was  too  expensive,  offered 
any  additional  services  that  the  builders  might  need  for  nothing,  and , with 
the  assistance  of  the  Campden  Trust,  made  himself  responsible  for  the  extra 
cost  of  250  pounds.  The  Campden  Trust  itself,  which  he  was  instrumental  in 
founding,  and  of  which  he  was  always  the  most  enthusiastic  and  energetic  of 
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members,  did  vital  work  in  buying  up  local  properties,  restoring  them  to  architect- 
ural litrress,  and  seeing  that  they  mere  let  to  tenants  mho  mould  not  detace  them 
with  the  display  ot  signs. 

A Campden  friend  of  his,  Basil  Fairclough,  recording  these  achievements  in 
an  obituary  notice  on  Griggs  for  the  Evesham  Journal,  mrote:  Fern  can  have 
realised  how  much  tune  tie  gave  up  to  the  service  of  Campden. . He  hod  no  in- 
come but  that  rnhich  came  from  his  uuork,  and  in  later  years,  when  art  values 
fell,  this  sacrifice  of  time  became  an  even  greater  one. . It  mas  a thankless 
tusk  uuhich  meant  an  unremitting  vigilance,  and  brought  many  mterviems 
which  mere  distasteful  to  his  essentially  friendly  nature. 

So  much  he  achieved  for  the  preservation  of  Campden.  Norn,  in  the  early  aut- 
umn of  1926,  it  teas  time  for  him  to  make  an  addition  to  its  beauties  mith  the 
building  of  his  omn  rrern  house.  The  site  he  finally  decided  on  buying  mas  to 
one  end  of  the  tomn,  mith  steps  leading  rip  to  it  f rom  a door  opening  onto  the 
High  Street,  and  a drive  doiun  to  it  from  the  lane  that  curved  round  the  back 
of  the  tomn  Ihe  house  itself  mhen  built  could  not  be  seen  from  the  High  Street: 
Griggs  explained  modestly : By  my  choice  of  site  and  placing  ot  house  thereon, 
as  mell  as  by  exclusive  use  of  traditional  materials,  I hoped  to  make  the  new 
building  no  disfigurement  to  the  tomn,  but  possibly  a rnorfhy  addition. 

Fhe  uuorkmen  he  chose  mere  all  skillcd.old  local  craftsmen,  supervised  by 
Griggs  himself;  he  furnished  them  mith  a rough  sketch,  rather  than  detailed 
architect  s plans.  Only  local  materials  mere  used,  in  the  traditional  methods 
Cotswold  builders  had  employed  for  hundreds  of  years.  The  mork  mas  done 
by  hand,  and  Griggs  enjoyed  boasting  to  his  friends  there  mas  not  a right 
angle  or  a straight  line  in  it. 

Ihe  first  mork  aceomplished  mas  the  building  of  a fine  stone  mall,  mith  a dove- 
cot, round  the  property:  even  Griggs,  never  the  most  practical  of  men,  mas 
obliged  to  face  the  likelihood  there  mould  be  no  money  left  over  for  fine 
stone  malls  once  the  house  itself  uuas  done. 

The  starting  point  for  building  mas  an  old  barn,  uuhich  Griggs  preserved  for 
possible  use  as  a village  recreation  hall;  and  the  house  grem  in  the  shape 
of  a broad  L round  a quiet  paved  courtyard,  mith  the  pitched  roof  of  silver 
grey  stone  tiles,  the  chimneys,  the  plain  mu  I boned  windows,  and  the  sim- 
ple detail  that  can  be  studied  in  houses  built  from  the  Middle  Ages  onmards 
all  over  the  Cotsmolcls,  in  honey-coloured  local  stone  that  time  meathers  to  a 
creamy  grey.  I'm  leaving  holes  in  the  malls  here  and  there',  he  mrore,  as 
shelter  for  birds;  - I do  mant  the  place  to  be  a veritable  bird  sanctuary  - cher- 
ries or  no  cherries!  Strawberries  or  none!  They  jolly  mell  deserve  such  pay- 
ment for  fheir  songs  and  cheerful  company. 

Fhe  garden  mas  planned  mith  the  same  attentive  care  as  the  house.  There 
mere  plats  of  grass  edged  mith  lavende  r in  the  courtyard , and  a big  lawn  for 
tennis,  divided  from  the  drive  by  a lorn  mail  and  a rom  of  yem  trees,  and  from 
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the  cherry  orchard  by  another  wal I and  a pleasant  summer-house.  To  the 
front  of  the  house  mere  flower-beds  and  Kitchen  garden,  with  grass  walks 
running  between  them  to  the  rose  arbour  at  tbeend. 

Ibc  actual  building  of  the  house  was  begun  in  February  1927  and  went  for- 
ward slowly,  it  was  interrupted  by  the  exceptionally  severe  winter  of  1928- 
1929.  It  was  March  1950  before  Griggs  could  move  his  printing  press  and 
etching  eguipment  over  to  their  new  quarters,  and  it  was  Octoberof  the 
same  year  before  fie  could  finally  move  himself  in  with  his  family,  even 
then,  outer  doors,  and  some  of  the  inner  ones  too,  were  still  lacking,  and 
much  work  remained  to  be  done  on  the  house. 

Meanwhile,  his  etching  time  in  1927  had  been  devoted  to  three  plates  of  little 
churches.  Castor  was  completed  first;  Duntisbourne  Rouse  came  to  an  un- 
timely end  through  faulty  biting;  and  by  November  the  lovely  5t.  Ippolyts 
was  completed.  The  three  were  shown  as  a group  at  the  Painter-Etchers  and 
Engravers  Exhibition  early  in  1928.  by  that  time  he  had  completed  Sarras; 
April  1928  was  spent  working  on  a new  plate,  Launds,  which  was  completed 
early  in  the  following  year ; and  in  September  he  started  work  on  the  dry- 
pomt  of  Barton  -on-Humber,  but  this  failed  him : there  are  only  rune  proofs 
in  eight  states. 

In  March  1928  Colnaghi  s field  an  exhibition  of  his  complete  etched  work.  For 
added  interest,  some  of  the  prints  were  shown  in  several  states,  illustrating 
the  complete  transformation  as  well  as  the  minor  embellishments  that  his 
plates  might  undergo  in  successive  states.  The  Ford,  for  instance,  was  shown 
in  its  Third  as  well  as  its  5ixth  State;  Ihe  Minster  in  three  different  states;  Pal- 
ace Farm  was  shown  in  its  earlier  state  as  Minsdcn  Episopi  before  it  was 
taken  up  and  completely  recast  seven  years  later.  Soon  after  the  exhibition 
came  the  catalogue,  prepared  and  written  by  Russell  Alexander  with  con- 
siderable help  from  Griggs,  for  which  collectors  and  admirers  had  been 
eagerly  waiting.  It  was  not  merely  a listing  and  classification  of  succes- 
sive states  of  his  etched  work  : it  was  a cataloauc  raisonne,  in  which  Russell 
attempted  to  convey  the  spirit  that  animated  drigqs's  work,  and  the  deep 
purpose  behind  his  etchings,  as  well  as  providing,  in  some  cases,  clues  to  a 
scene  or  a place-name  : owners  of  Potters'  Bow,  perhaps,  knew*  that  a bow 
was  the  mediaeval  name  for  a bridge;  Russell  adds  that  the  bridge  itself  is 
intended  to  represent  an  example  of  the  spirit  of  the  mediaeval  guilds, 
when  the  building  of  bridges  was  reaarded  as  a particularly  pious  act.' 
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V DEPRESSION  YEARS  1929  1933 


The  year  1929,  ushered  m by  a bitterly  cold  winter,  leas  not  propitious  for 
Griggs's  etching  work.  Launds  was  completed,  and  this  plate  and  St. 
Mary's,  Nottingham,  printed.  He  began  work  on  another  plate,  I lie  Nerie, 
abandoned  it  as  unsatisfactory  even  before  it  reached  the  topper  stage, 
und  took  up,  instead,  another  long-deferred  plate,  hie  Maypole  Inn.  But 
there  mere  too  many  distractions.  Building  at  Nem  Dover's  House  demand- 
ed his  continual  attention;  a fortnight  in  April  had  to  be  given  up  to  ses- 
sions in  London  of  the  Royal  Academy  Hanging  Committee,  of  rnhich  he 
mas  now  a member;  and  later  in  the  year,  etching  mas  laid  aside  once  more 
mhile  he  morked  on  the  design  of  a nem  type-face  for  the  Lanston  Mono- 
type Corporation. 

The  year  had  begun  rnith  one  of  his  recurring  financial  crises,  mrestling  with 
Bank  Managers  and  Income  Lax  meddlers , as  bills  for  the  nem  house  be- 
gan to  Horn  in . Ihe  close  of  the  year  brougtrt  news  from  America  of  the 
great  Wall  Street  crash,  and  the  beginnings  of  the  slump  that  followed  it. 

The  effects  of  the  slump  mere  felt  almost  immediately  in  the  art- world.  The 
mealthy  American  buyers  mho  had  maintained  art  prices  at  a high  level 
throughout  the  decade  vanished  from  the  scene;  and  as  Europe  in  turn 
began  to  experience  the  beginnings  of  a severe  economic  depression,  prices 
dropped  sharply.  In  the  print  market  particularly,  the  depression  mas  keen- 
ly felt,  and  it  mas  years  before  prices  recovered  to  anything  like  their  peak 
of  the  tmcntics.  Many  of  Griggs's  private  subscribers  removed  their  names 
from  his  list;  and  at  a time  when  his  financial  commitments  mere  particul- 
arly heavy,  fie  mas  dismayed  to  see  his  income  dropping  from  one  year 
to  the  next 

Griggs  s diary  for  1930  has  a poignant  post  script:  I find  that  only  about 
half  our  engagements  are  recorded  here.  It  has  been  a strenuous  and  most 
trying  year.'  Financially,  he  found  himself  m such  desperate  straits  that 
he  mas  obliged  to  arrange  for  a loan  of  750  pounds  from  the  print-collector 
Matthem  Walker,  of  Wolverhampton.  Many  of  the  finest  prints  he  had  col- 
lected over  the  Years,  and  much  of  his  omn  mork,  mere  turned  over  cs 
collateral,  and  remained  in  his  possession,  since  Griggs  mas  never  able 
to  repay  the  loan.  His  collection  of  Turner's  Liber  Mudiorum  prints,  sev- 
enty one  of  them,  had  been  built  up  mith  love  and  core,  these  too  had 
to  be  sacrificed  nom:  he  sold  them  to  Thomas  Pegram  in  the  same  year 
for  630  pounds.  The  Pegram  collection  mas  broken  up  in  1948,  and  the 
prints  arc  nom  scattered. 

There  mere  still  endless  details  to  be  settled  about  the  building,  and  he  had 
to  assume  an  added  burden,  for  in  the  spring  of  this  year  his  assistant  Charles 
Blakeman  left  him  to  go  and  work  in  London;  he  could  not  afford  to  re 
place  him.  Despite  these  anxieties  and  distractions,  however,  he  etched  one 
nem  plate,  Lone  End,  rapidly  completed,  and  began  work  on  the  very  Line 
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FaHershcill.  And  fhc  spirits  of  the  whole  family  rose  when,  late  in  1950,  they 
finally  found  themselves  established  in  Neuu  Dover's  House. 

In  his  darker  moments  Griggs  used  to  speak  bitterly  of  this  new  home  to 
f riends  as  'Griggs's  Folly  . Certainly  the  financial  entanglements  into  which 
it  plunged  turn  at  the  worst  possible  time,  and  the  ceaseless  harrowing 
anxieties  that  resulted,  undermined  his  health  and  sapped  at  his  spirits,  ro 
tire  detriment  of  his  etching.  But  if  it  was  a folly,  it  was  also  a refuge.  He 
was  a man  wtio  passionately  loved  his  home,  his  family  and  his  friends. 
'Dover  s House  no  longer  weighed  on  his  spirits’  wrote  his  friend  Reginald 
Hine,  when  he  could  pack  it  with  his  own  and  other  children;  and  always 
tie  was  the  prime  mover  in  the  fun.  He  preferred  boisterous,  old-fashioned 
games,  with  plenty  of  rough  and  tumble,  shouting  and  laughter,  in  them. 
But,  when  the  uproar  had  subsided,  and  even  children  were  exhausted,  he 
could  he  persuaded  to  sit  down  to  ttie  harpsichord  and  in  a voice  rich  and 
deep  as  the  tones  of  his  own  etchings,  would  sing  west-country  folk-songs, 
or  the  Lincolnshire  Poacher,  or  The  Berkshire  tragedy,  his  particular  choice 
in  ballads.  Perhaps  aftes  that  there  would  be  a spell  of  reading  aloud  by  the 
dying  l ire,  and  bed-time  stories,  at  the  last,  of  the  kind  that  keep  children 
awake,  pleading  for  rnore,  more,  more " as  half-ashamedly  he  tiptoed  down 
the  stairs.' 

Inside,  the  house  was  as  ddighdu!  as  outside  if  was  lovely.  Friends  gathered 
in  w hat  his  children  called  the  Big  Room  - a great  beamed  room  with  an 
enormous  fireplace  where  logs  blamed  in  winter,  and  rough  stone  walls 
that  there  never  was  cnouoh  money  to  have  plastered  and  painted.  Next 
to  the  Bia  Room  was  Nina's  charming  small  sittmq-room,  where  the  fam- 
ily had  rneals  together,  for  unlike  most  parents  of  the  tune,  Griaqs  al- 
ways insisted  on  his  children  eating  with  them  from  the  earliest  possible  age, 
rather  than  in  a distant  nursery.  Fhc  kitchen  was  spacious,  fitted  with  a 
huge  old-fashioned  range;  there  was  a cool  larder,  with  a sfonc-f lagged 
floor,  marble  shelves  running  round  if.  And  upstairs,  Griggs  used  to  work 
in  a noble  library  that  looked  out  over  the  courty  ard,  lined  with  oak  book- 
cases and  furniture  designed  for  him  by  Barnsley,  and  filled  with  books 
that  he  trad  had  rebound  in  calf  or  vellum.  Throughout  the  house  was  rang- 
ed the  work  of  designers  and  craftsmen  w;ho  had  commanded  his  love 
and  admiration,  curtains  and  hangings  in  William  Morris  prints ; brass 
candlc-sconccs  and,  in  the  Big  Room,  a splendid  pair  of  steel  firedogs  by 
Gimsori;  carved  animals  by  W illiam  Simmonds;  bright  painted  and  gilded 
pictures  of  mediaeval  kmabts  for  the  nursery  by  Wentworth  Huyshc;  bowls, 
dishes  and  jugs  by  the  Powells;  and  decorated  mugs  with  the  names  and 
birth-dates  of  each  of  his  children,  painted  by  Grace  Barnsley. 

In  such  surroundings  be  could  be  at  peace,  and  at  times  foraet  altoGether 
the  dark  anxieties  which  he  poured  out  in  his  letters  to  Russell  Alexander,  or 
confided  in  an  occasional  terse  note  to  his  diary.  Here,  in  November  and 
December  of  1950,  Taftershall  wias  completed,  and  the  first  proofs  pulled  in 
his  new  printing  rooms  next  to  the  old  barn,  early  in  1951.  Here,  on  the  14th  of 
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April,  1931,  was  born  his  third  daughter,  Hilda  Magdalen.  And  here  a new  frenzy 
of  work  found  him  absorbed,  as  spring  approached,  in  two  new  plates.  One  of 
them  was  Ragdale  Hall,  a drypoint  which  kept  him  busy  throughout  much 
of  the  summer,  was  laid  aside  in  the  autumn,  taken  up  again  in  December, 
when  drypoint  was  abandoned  and  much  new  etching  introduced,  and 
completed  early  in  the  following  year.  The  other  plate  was  of  Owlpen  Manor, 
a magnificent  Tudor  Cofswiold  house  to  which  Grigas  had  been  taken  some 
seven  years  earlier.  Griggs  had  made  data  sketches  on  the  spot.  Norman 
Jewson  had  been  so  struck  with  it  in  his  own  visits  that  in  1928  he  had  bought 
it  and  restored  it  to  its  former  loveliness. 

Ihe  plate  of  Owlpen  went  forward  rapidly  it  was  completed  by  autumn. 

Ironically,  at  this  time  of  acute  financial  anxiety,  his  best  paid  work  of  rhe 
year  was  a commission  from  fhe  hank  of  England  fo  design  new  5-pound 
and  10-pound  notes  for  them  - a rare  example  of  fhe  abilities  of  a fine  art 
isf  being  used  in  such  a manner  This  work  occupied  a areat  deal  of  his 
time  during  the  autumn,  and  at  intervals  throughout  the  following  year. 

His  designs  were  never  used,  though  they  may  be  inspected  at  the  hank  of 
England  in  London. 

By  February  1932  he  was  hard  af  work  on  Lanterns  of  Sarras,  a plate  that 
was  ot  double  significance  to  him . In  its  solemn  religious  feeling  it  was  a pro- 
fession of  his  Catholic  English  faith.  And  it  was  etched  as  his  diploma 
plate  for  the  Royal  Academy;  he  had  been  elected  to  full  membership  the 
previous  November,  to  his  immense  pleasure.  It  was  a tricky,  difficult  plate, 
there  were  many  vicissitudes  m the  biting;  and  Griggs  at  times  almost 
abandoned  it.  But  he  triumphed  in  the  end,  and  by  September  it  was  fin- 
ished , shortly  after  the  birth  of  his  fourth  daughter,  Barbara  Blanche. 

He  began  work  almost  immediately  on  another  plate,  Palace  Court,  but 
It  was  laid  aside  for  Fotheringhay,  one  of  those  rare  plates  which  gave 
him  i i f tic  or  no  trouble  and  were  completed  with  rapidity  and  case. 
Fotheringhay  was  another  experiment  on  gnc.  By  December  he  was  mak- 
ing studies  for  The  Trent;  and  he  took  up  Palace  Court  again  during  the 
winter,  working  away  at  it  until  it  was  completed  at  the  end  of  May,  1933. 
The  Trent  was  completed  in  its  First  State  in  June;  and  he  began  studies 
for  The  Nene,  but  he  was  again  dissatisfied  with  them,  giving  it  up  in  Sept- 
ember before  it  had  even  reached  copper.  Studies  for  Flower  de  Luce  followed: 
one  of  his  astonishing  reconstructions  of  an  ancient  town  All  through  rhe 
autumn  and  into  the  winter  he  worked  on  these  studies  with  his  usual  in- 
tense and  meticulous  care. 
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VI  THE  FINAL  YEARS  1934-1938 


Ihcre  is  a reminder  in  his  1934  diary  of  how  much  of  his  time  was  taken 
away  from  his  etching  by  his  work  for  the  Campden  Trust,  for  the  Art 
Workers'  Guild,  for  so  many  causes  to  which  he  felt  compelled  to  de- 
vote himself;  and  of  the  incessant  strain  of  his  financial  situation.  He 
notes  at  the  end  of  the  year.  This  diary  recalls  ihc  lighter  and  more  en- 
tertaining side  of  activities.  The  Grind  of  work  for  all  the  various  interests 
I have  accumulated  goes  on  in  increasing  intensify,  and  now  I never 
seem  to  have  a moment  of  mental  rest  except  on  these  friendly  or  social 
meetings.'  The  Arts  Club  in  London,  full  of  the  jolly  companionship  of  his 
fellow- artists,  and  where  he  always  stayed  when  in  town,  provided  a wel 
come  consolation  in  his  darker  moments  when  worries  and  disappoint  - 
ments  seemed  almost  unbearable. 

The  whole  of  the  month  of  January  was  in  fact  taken  up  in  work  for  Camp- 
den;  when  he  returned  finally  to  his  etching,  he  could  make  no  headway 
with  studies  for  Flower  dc  Luce,  and  at  the  end  of  February  he  put  :t  aside 
for  a subject  that  had  been  long  in  his  mind  - Memory  of  Clavering.  By 
June  he  had  taken  the  first  proofs  from  this  plate;  fie  continued  work  on 
it,  through  later  states,  all  through  the  summer.  It  was  a huge  and  im- 
mediate success : he  could  not  keep  up  with  the  demand  for  prints  Once 
more,  hope  buoyed  him  up  that  this  might  be  the  turning  point.  But  the 
market  in  prints  was  still  much  depressed,  and  no  subsequent  plate  had 
anything  like  the  same  success. 

Early  in  1933,  Griggs  was  installed  as  Master  of  the  Art  Workers'  Guild.  About 
this  time  he  started  work  on  The  Cross  Hands,  a subject  of  which  he  had 
already  made  a water-colour.  But  in  etching  it  there  were  difficulties, 
and  although  proofs  were  pulled,  it  was  never  published . Ihusoneofhrs 
greatest  plates,  perhaps  the  finest  of  his  landscape  etchings,  never  had  a 
chance  of  being  the  financial  success  he  needed  so  badly  at  the  time. 

He  gave  it  up  in  despair  and  turned  instead,  almost  for  comfort,  to  the 
Little  Churches  series  which  had  always  been  close  to  his  heart.  This  new 
plate  was  Netherton  Chapel : if  was  followed  almost  immediately  by  an- 
other in  the  same  scries,  Syde. 

Cockayne  was  accomplished  next,  begun  in  January  1936  and  continued, 
when  time  allowed,  through  the  spring  and  early  summer.  But  his  thoughts 
kept  turning  to  a subject  that  he  had  been  meditating  for  many  years  now. 
He  had  written  to  5 1 r 5idney  Cockerell  in  1923  : My  programme  of  work 
for  1924  includes  a large  etching  of  the  South  West  transept  of  Ely  Cath- 
edral, for  which  some  studies  will  have  to  be  made  on  the  spot. . .'  He  had 
written  again  three  years  later,  in  response  to  an  invitation  from  Cockerell : 
We  do  want  to  come  to  you  [at  Cambridge].  But  I want  to  be  ready  to  go 
on  to  Ely  to  make  studies  of  the  5outh-Wcst  transept  (that  glorious  thing) 
for  a fair-sgcd  etching,  and  I m not  quite  ready  for  if  Now,  in  August  1936, 
he  at  last  began  studies  for  this  magnificent  plate.  But  it  was  one  that  de- 
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rnandcd  peace  and  leisure:  he  had  neither.  He  spent  September  printing 
Cockayne,  Nethcrton  Chapel,  and  Svde,  and  in  doing  a handful  of  icafer 
colours. 

By  October  there  mas  a fresh  financial  crisis  to  be  coped  with.  Among  the 
property  advertisements  in  Country  Life  about  that  time  appeared  a notice 
that  Dover's  House  was  for  sale.  He  waited  for  buyers,  divided  between  hope 
and  despair : none  came  forward  mith  a satisfactory  price,  so  he  stayed  on. 

His  last  completed  plate,  5t.  Botolph's  Bridge  No.  2,  absorbed  him  through  Jan- 
uary and  February  1937 ; a litrle  later  he  gave  Cockayne  its  last  remodelling, 
and  by  May  both  these  plates  had  achieved  their  final  states  as  ice  know 
them. 

the  same  month  brought  him  his  last  child .-  another  daughter,  ef  iristened 
Agnes  Lucy.  The  birth  of  his  children  had  always  been  moments  of  great 
jubilation;  but  the  family  joy  this  time  was  muted  his  youngest  daughter 
had  been  born  with  a dislocation  of  the  lower  spine.  If  she  had  survived, 
she  would  hav  e grown  up  a cripple.  In  fact,  she  died  two  years  later. 

He  needed  money  now  desperately,  and  an  old  familiar  money-maker  pre- 
sented itself  once  again.  Macmillan  approached  him  with  the  request 
that  he  should  once  more  be  the  illustrator  of  a fresh  volume,  the  Essex  one, 
in  the  Highways  X Byways  scries.  Clifford  Bax,  a great  admirer  of  his,  was 
to  write  the  text : Bax  described  it  charmingly  to  a friend  as  writing  some 
words  which  are  to  surround  Mr.  Griggs's  pictures...  In  September  he  set  out 
anew,  making  quick  sketches  and  notes  on  the  spot  around  this  county, 
they  served  for  the  final  drawings  which  were  done  in  his  studio  at  Camp- 
den.  fhe  Essex  drawings  are  in  pen-and  ink  rather  than  pencil,  and  are 
rather  freely  drawn.  Theyarc  among  the  most  masterly  drawings  he  pro- 
duced. Only  thirty-six  of  them  had  been  finished  when  hedied : additional 
illustrations  were  then  made  by  5. R.  Bodmin 

By  New  Year's  of  1938  the  failure  of  his  etchings  -St.  Botolph's  Bridge  No.  2 in 
particular-  to  command  anything  like  a reasonable  market  when  he  needed 
funds  so  badly,  had  brought  him  once  more  to  the  brink  of  despair.  He  wrote 
to  Russell  Alexander.  You  are  my  confidant  as  ever,  and  something  this 
morning  has  roused  me  from  my  happy  Christmas  day-dreaming  to  a rather 
grim  realisation  of  the  fact  that  it  is  now  1938,  and  that,  for  me  at  least,  it's 
likely  to  be  a nasty  year,  and  I want  to  talk  to  you  about  it.  No,  I ve  no  in- 
digestion (in  spite  of  several  visits  to  the  dentist  from  which  I returned  light- 
er in  weightj,  and  I've  not  been  "celebrating  at  the  expense  of  my  liver  — 
in  fact  the  cheerfulness  of  my  condition  and  conditions  at  the  moment  would 
make  almost  anyone  feel  optimistic,  for  the  sun  is  brilliant  and  warm,  and 
all  I can  sec  and  hear  is  conducive  to  a joyful  thankfulness  - but,  a letter 
has  come  from  Colnaghi's  which  gives  me  pause. 

Realising  that  things  were  too  bad  in  my  little  punt  world  I had  decided  that, 
for  the  present  at  any  rate,  no  more  plates  could  be  etched.  Wright  of  Col- 
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naghi's  and  others  had  told  me  that  I was  wrong.  Here's  the  proof  that  I 
was  right: 

'Colnaghi's  have  proofs  in  plenty  of  Inc  Cross  Hands,  Nctherton  Chapel, 

Syde,  Cockayne  and  St.  Botolph's  Bridge,  and  the  plates  otallof  these  ex- 
cept the  Cross  Hands  remain  good  and  uncancclled.  Yet  the  quarterly  set 
tlernent  brought  only  12  16-0,  for  one  proof  of  Syde  sold  ! And  that,  I think, 
marks,  as  it  must,  the  end  of  my  career  as  an  etcher.  I grieve  very  much  in- 
deed, and  I know  you  will  too.  I can  t bear  the  sight  of  my  workroom  - it's 
as  if  an  unburied  corpse  lay  there! 

You  will  have  had  a pressing  invitation  from  our  darlings  by  now.  Do  accept 
it,  and  let's  make  merry  while  we  may,  if  you  possibly  can  . 

Ihc  morning  is  absolutely  lovely-so  lovely  as  ro  remind  one  of  a perfect  early 
spring  morning,  and  there's  nothing  to  mar  it  but  a certain  occasional  roar 
overhead  to  remind  one  of  the  Devil  s successes.  In  the  intervals  I can  almost 
recapture  the  feelings  that  made  us  so  happy  years  ago.  And  I know  that 
if  you  were  here  you'd  be  ready  to  take  this  beauty  as  an  invitation  to 
practise  Hope,  and  so  tell  me.' 

Harold  Wright  of  Colnaghi's  made  a well  meaning  but  vain  attempt  to  rally  fus 
spirits : It  is  easy  to  advise  or  to  counsel  hope  and  less  easy  to  point  out 
grounds  for  so  doing.  In  your  own  case  - as  alas!  - in  that  of  so  many  of  y our 
brother  artists-facts  do  seem  against  you,  and  against  me  in  any  urge  I 
have  to  counsel  you  to  fight  on.  But  I have  yet  to  be  convinced  that  the 
game  is  really  up,  and  that  etchings  are  no  longer  wanted,  or  likely  to  en- 
joy popularity  again,  in  our  time. . 

Perhaps,  he  went  on  to  suggest,  there  was  something  amiss  with  Griqas's  choice 
of  subjects : ought  he  not  to  be  thinking  less  of  his  own  artistic  criteria,  more 
of  what  his  public  wanted  ? 

I don't  want  to  slay  the  dead  or  go  over  old  arguments,  but  honesf!y-if  I 
may  be  quite  trank  for  a moment  - I do  feel  that  some  part  of  the  present 
position  of  the  market  for  y our  new  prints  is  attributable  to  the  subjects 
you  have  happened  to  offer,  of  late.  And  I'm  afraid  that  last  plate  of  St. 
Botolph's  Bridge  in  its  earlier  state,  with  the  border,  hurt  your  market  con- 
siderably. W hen  rhe  border  was  removed  the  mischief  had  been  done  . . . It  s 
a v cry  dif  ficult  and  delicate  question,  I know  - this  of  the  degree  to  which 
a sincere  artist  like  yourselt,  knowing  what  his  artistic  instincts  urqc  him 
to  produce  and  desian,  may  compromise,  in  order  ro  avoid  being  misun- 
derstood by  those  who,  he  hopes,  will  purchase  his  work.  The  only  alt- 
ernative would  seem  to  be  to  take  the  knock  bravely,  when  a plate  mis- 
fires, and  try  again . One  cannot  al  ways  be  scoring  a bull's  -eye.. .' 

Origgs  replied  grimly  the  same  day : I cannot  experiment  with  ciianaes 
in  my  method  of  work  in  the  hope  of,  sometimes,  perhaps,  finding  a 
purchasing  public  for  it.  While  the  grass  is  growing,  the  steed  is  starv- 
ing. It  is  the  artist  s inalienable  right,  and  duty,  to  express  himself  as 
best  he  can;  if  he  tries  to  express  other  views  and  opinions  he  loses  the 


very  thing  upon  which  any  claim  to  attention  and  respect  which  his 
work  puts  forward  should  be  (and  generally  is)  based.  If  lie's  doing  Ins 
best,  he  can  do  no  better.  I don  t argue  that  any  one  plate  of  mine  is  bet- 
ter (or  more  popular)  than  another,  that  my  later  work  is  as  good  as  my 
earlier,  but  I do  Know  that  it  is  as  much  my  own  work  still,  lhaf  it  expresses 
all  that  is  myself  so  well,  and  is  done  with  all  the  care  and  enthusiasm 
which  went  info  the  making  of  my  earlier  plates...' 

He  took  up  no  new  etching  that  winter. 

Early  in  spring,  his  sister-in-law,  Lily  Horsfield,  came  to  see  him  one  even 
mg,  with  a portrait  she  was  painting,  to  show  him.  He  said  little  about 
it  at  the  tune,  afterwards  admitting  to  Nina  that  he  could  not  focus  to  see 
it  properly.  Alarmed,  he  went  up  to  London  to  consult  an  eye  specialist. 
The  specialist  found  nothing  organically  wrong  with  his  eyesight  hut  urged 
him  to  consult  his  doctor  immediately,  and  wrote  a letter  tor  him.  It  remain- 
ed, unopened,  in  Griggs's  pocket.  A little  later  in  the  same  month,  he  went 
up  to  town  again  for  the  Private  View  at  the  Royal  Academy . Dining  with 
his  friends  the  knights  afterwards,  tie  collapsed ; they  sent  him  home  by 
car,  and  Dame  Laura  Knight  wrote  a letter  of  touching  generosity  to  Nina 
Gnags,  offering  to  takeover  the  nursing-home  bills  they  knew  to  be  in- 
evitable, and  help  with  the  expenses  of  his  own  home  and  large  family 
Their  kindness  was  gratefully  accepted.  A week  later,  Nina,  with  ben 
Chandler,  rook  him  up  to  London  and  installed  turn  in  a nursing  home 
there:  acute  blood-poisoning  and  general  weakness  had  been  diagnos- 
ed. He  stayed  there  two  or  three  weeks,  but  he  was  miserable  and  long- 
ing to  be  home.  He  was  finally  allowed  to  return  to  Carnpden,  it  ith  strict 
injunctions  to  do  nothing  all  summer  but  rest. 

A week  after  his  return  fre  had  a thrombosis  and  drifted  into  unconscious- 
ness, and  on  June  7th  he  died.  He  was  buried  in  the  littie  Catholic  cem- 
etery at  Campdcn.  On  the  day  of  his  funeral,  the  bell-ringers  of  St.  James's 
parish  church  rang  a half-muffled  peal  -a  tribute  he  would  have  loved. 

The  War  Memorial  at  Campdcn  now  carries  the  name  John  Ceolfnd  Griggs, 
his  only  son,  who  was  killed  in  battle  at  Anzio  in  1944. 

His  friend  Edward  Shanks  wrote:  Fred  lived  for  England  and  John  died 
for  it.' 
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II 


I INTRODUCTION  TO  THE  CATALOGUE  OF  ENGRAVED  WORK 


In  this  Catalogue  are  described  all  the  plates  theortist executed  betuueen 
1912  and  the  time  oF  his  death  in  I9i8  ; that  is  to  say,  all  Fus  engraved  uuork 
mith  the  exception  of  sixteen  early  attempts  uuhich  are  merely  listed  There 
arc  Five  drypoints,  one  drypoint  and  etching,  and  tFiree  etchings  on  gne, 
all  the  rest  are  etchings  on  copper. 

Ihe  numbering  and  chronological  order  toilouj  the  list  given  by  Campbell 
Dodgsori  in  The  Etched  Work  oF  EL. Griggs,  1941.  This  uuork  completed  the 
earlier  Catalogue  by  Russell  George  Alexander,  published  in  1928,  in 
uuhich  the  first  thirty-eight  plates  mere  described.  The  earlier  uuork  had 
the  great  benefit  of  the  artist’s  advice  at  the  tune  it  mas  luritten,  and 
happily  there  exists  Griggs's  omn  copy,  mith  his  notes  and  minor  cor- 
rections therein.  If  has  seemed  best,  therefore,  to  reproduce  the  Alex- 
ander Catalogue  luifh  these  small  changes  arid  to  attempt  to  con- 
tinue its  tone  throughout  the  remainder.  Alexander's  description 
of  cacti  platehasbcen  omitted  in  favour  of  its  illustration.  Technical 
notes  and  comments  from  Griggs's  letters  have  been  added. 

Certain  stages  in  the  progress  of  plates  mhich  might  be  regarded  as 
states  are  not  so  classed  here,  mhere  sometimes  a series  of  slightly 
differing  impressions  have  been  included  in  a single  state.  The  reason 
is  that  in  such  cases  the  changes  arc  often  comparatively  slight  in 
themselves  (their  importance  being  cumulative  rather  than  individual ), 
and  their  classification  as  states  mould  be  confusing  and  unnecessary. 
Deviations  mithin  a state  are  described.  In  only  one  case,  The  Maypole 
Inn,  has  a change  been  made : ihe  Fourth  State  in  the  Dodgson  Catalogue 
has  been  omitted  as  being  non  existent,  due  to  some  error  on  that  cata- 
loguer's part.  Perhaps  the  artist's  omn  mords,  contained  in  a letter  to  G.F. 
Sandiforcl,  puts  these  matters  best : My  method  of  arranging  states  is  to 
number  each  change  as  one  state;  to  uuork  at  the  plate  until  it  is  uuhaf 
I consider  as  good  as  it  can  be  made  in  my  omn  hands ; and  then  to  fin 
ish  off  the  printing.  If  my  uuork  puts  the  plate  immediately  back  to  a con- 
dition morse  than  the  preceding  state,  it  is  then  cancelled  - so  that  the 
last  state  is  alujays  the  best,  and,  in  the  nature  of  the  method,  not  the  rar- 
est, except  in  some  cases  of  accident. . . I trouble  you  mith  these  details, 
lest  you  be  disappointed  to  find  your  impression  the  last  state. 

Otheruuise,  all  changes  that  clearly  mark  the  progress  of  a plate  are 
classed,  in  numerical  sequence,  as  states,  but  distinctions  betuueen 
uuhut  are  really  trial  states  and  published  states  seemed  necessary, 
and  impressions  of  the  former  are  described  as  Proofs.  Ihey  correspond 
mith  the  'engraver  s proofs  of  the  old  engravers;  that  is  to  say,  they 
mere  pulled  for  luorking  purposes.  Published  states  are  distinguished 
as  Impressions. 

Usually  only  a fern  proofs  of  trial  states  mere  printed.  Occasionally,  horn 
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ever,  the  number  is  comparatively  large-,  and  in  such  eases  the  reason 
may  be  found  in  experimental  printing ; or  a desire  to  possess  spare  proofs 
in  the  eyentof  failure  of  nem  mork;  or  in  a necessity  to  visit  London  from 
Gloucestershire  for  the  printing  of  a plate. 

Additions  and  alterations  mere  sometimes  made  To  plates  years  after  the 
earlier  states.  5uch  changes  mere  undertaken  because  a plate  survived  in 
good  condition  (there  being  perhaps  no  occasionfor  much  punting)  long 
enough  to  tempt  the  artist  to  try  improvements.  In  a fern  cases  plates  mere 
so  altered  as  to  beeomc  nem  subjects,  as  the  Catalogue  records. 

In  the  description  of  states,  the  most  easily  noted  distinctions  are  giyen 
first,  louchcd  proofs  are  mentioned  mhen  they  arc  in  public  collections  or 
have  a special  interest. 

Many  comments  by  the  artist  on  the  progress  of  an  individual  plate, 
its  difficulties  and  disappointments  or  triumphs,  are  fortunately  exist- 
ing in  his  letters.  For  the  most  part  these  have  been  included  in  the 
Catalogue. 

Si^cs  are  given  in  inches,  height  first;  and  the  measurements  are  to 
the  outside  of  the  plate-mark.  Nearly  all  first  states  have  margins, 
and  the  sues  given  of  these  states  are  of  the  plates,  not  the  etched 
surfaces.  Final  states  arc  almost  always  mithout  margins.  YVFiere  the 
si;e  has  not  changed  from  state  to  state,  it  is  thus  that  of  the  plate. 

In  some  cases  the  recorded  numbers  of  impressions  arc  approximate, 
but  in  each  case  the  figure  is  an  outside  one.  In  this  matter  a fern  in- 
accuracies mere  discovered  in  the  Alexander  and  Dodgson  Catalogues; 
insofar  as  has  been  possible  these  have  been  corrected 

Printing  mas  made  easier  mith  the  setting  up  of  a press  in  the  artist  s 
home  at  Campden,  Gloucestershire.  As  to  this,  it  may  be  recorded  that 
mith  the  exception  of  the  first  three  dry  points,  and  the  earlier  proofs  of 
the  first  plates,  and  in  several  other  instances  duly  noted  here,  all  the 
plates  mere  taken  to  London  for  printing,  usually  at  Gouldina  s old  studio 
at  Shepherd's  Bush.  After  1921,  homever,  all  the  prints  (except  the  Lane- 
ham  publication  issue  and  the  last  tmo  states  of  Ragdalc  Hall)  mere 
taken  at  Campden  at  the  artist  s press,  and  arc  usually  stamped  mith  the 
mark  CLP,  cut  for  him  by  Eric  Gill;  this  stands  of  course  for  Dovers  House 
Press,  from  the  name  of  his  home  in  Campden.  A considerable  improve- 
ment in  the  printing  follomed  experiments  in  the  seclusion  of  his  omn 
printing-room,  and  the  comparative  quiet  of  a beautiful  old  tomn. 

In  rare  instances,  a plate  mas  steel-faced  (a  fact  noted  in  each  case),  for 
the  purpose  of  preserving  the  more  delicate  lines  mhen  a large  edition 
mas  required,  me  find  this  to  have  been  done,  for  example,  for  the  last 
state  of  Laneham,  mhich  mas  for  presentation  to  the  considerable  mem 
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bership  of  the  Print  Collectors'  Club. 

It  should  be  mentioned  thaf  the  numbering  in  ink  of  the  impressions  of 
most  of  the  later  plates  does  not  refer  to  /he  order  of  printing. 

Ihe  greater  number  of  impressions  of  all  plates  ore  printed  on  old  pap- 
er; modern  mas  tried,  but  pioved  unsympathetic.  Favourite  papers  mere 
eighteenth  century  French,  particularly  one  mith  the  matermark  Johan- 
not,  mhich  mas  used,  for  example,  for  the  last  state  of  Potters'  bom.  The 
quality  of  the  paper  mas  of  such  importance  that  at  one  point,  in  a short- 
age, the  artist's  mife  mas  sent  to  Paris  to  search  for  paper  mhich  could 
properly  be  used.  In  many  impressions  the  paper  mas  cut  domri  to  the 
plate-mark,  as  there  is  a difficulty  in  flattening  prints  on  thin  paper 
mithout  prcssmqfhe  embossed  lines. 

Public  museums  and  some  private  collectors  possessing  the  artist's  prints 
arc  indicated;  necessarily  the  list  has  been  field  domn  to  the  major  col- 
lections. 

:k  * H- 

The  number  of  plates  mhich  Griggs  produced  - fifty-seven  -is  exceedingly 
small  mhen  compared  to  those  of  many  of  his  contemporaries.  Cameron 
has  listed  over  five  hundred;  Bone's  Catalogue  shoms  four  hundred  and 
seventy-eight.  The  reasons  for  this  small  output'  are  several  but  they 
he  mainly  in  the  man  and  his  method  of  mork.  It  u as  Griggs's  habit  to  con- 
template a subject  over  a Iona  period  before  committing  it  to  the  cop- 
per. Scores  of  sketches  mere  made  in  preparation,  studying  and  re-stud- 
ying  the  scene,  its  composition,  its  mood,  until  it  mas  absolutely  right 
to  him.  There  mas  no  such  thing  as  dashing  off  something;  it  had  to 
be  lived  mith  and  brooded  over.  Even  mhen  he  at  last  started  in  mith 
the  needle  it  mas  only  the  commencement  of  another  period  of  thought- 
ful study  -the  ripening'  of  a plate,  as  he  mas  rnont  to  call  it.  Flis  ornn 
attitude  concerning  his  mork  is  mcll  expressed  in  a letter  to  Russell  Alex- 
ander : After  all  were  not  in  search  of  spontaneous  sparkle,  or  moments 
of  inspiration,  or  anything  completely  new,  or  strikinglU  better  that 
me  should  make  some  fern  morld-oppressed  people  say  byjove-it  s 
years  since  I heard  a lark  - I'll  go  out  into  the  country  today  and  listen ", 
or  l m ashamed  to  say  I vc  not  been  to  church  for  years ; I must  really 
pull  myself  together.  " 

A second  factor  mhich  contributed  enormously  to  the  smallness  of  the 
total  oeuvre  mas  undoubtedly  Grigqs's  habit  of  doing  his  omn  printing. 
Contrary  to  the  usual  practice  of  the  day,  and  due  to  his  insistence  on 
the  highest  of  standards  in  every  print,  he  gave  to  printing  great  phyical 
labour,  as  rnell  as  time : the  task  consumed  his  energies  and  kept  him 
from  his  mork  on  the  copper.  Often  can  be  found  in  his  letters  references 
on  this  subject,  deploring  the  fact  that  a mhole  day  mould  be  spent  in 
printing,  at  the  end  of  mhich  only  one  or  tmo  satisfactory  prints,  or  some- 


times  none,  were  the  result,  truly,  as  he  wrote,  Printing  is  the  bugbear 
of  the  etcher  s existence.' 

Several  critics  have  suggested  various  groupings  or  classifications  of 
t tic  engravings.  Among  Griggs  s own  notes  is  what  he  himself  had 
in  mind  on  tins  subject; 

'Campbell  Podgson  mentioned  in  his  Preface  to  the  Catalogue  of 
the  Exhibition  of  all  my  plates  which  was  held  at  Colnughi's  in  1928 
that  an  earlier  classification  of  subjects  and  scries  was  not  to  be 
pressed  too  far-modifications  were  in  the  mind  of  the  artist.  Ihcy  had 
been  for  awhile.  Ihe  changes  date  from  the  abandonment  of  A Moor- 
land Ruin  in  favour  of  Fen  Monastery,  which  is  merely  a larger  version  of 
the  same  subject.  After  Fen  Monastery  was  begun,  Anglia  Perdita  was 
taken  up  again  and  enlarged  beyond  its  original  sge;  the  next  plate, 
Boston,  was  also  made  larger  than  the  earlier  plates  of  its  series,  viz,,  the 
towers  of  Sutton,  Ashwell  and  March,  these  changes  were  made  to  one 
end,  which  was  to  make  all  new  plates  more  or  less  uniform  in  sge,  to 
discontinue  the  earlier  separation  into  several  sets  or  groups,  and, 
with  the  inclusion  of  a few  of  the  earlier  plates,  to  form  a single  Book 
with  the  purpose  of  presenting  and  recording  what  seems  to  me  to 
be  the  distinctively  English  character  of  our  landscape  and  architect- 
ure. It  was  to  include  subjects  from  each  of  the  other  groups,  and  to 
represent  as  much  of  the  England  and  the  English  Genius  as  I could  ex- 
press, through  the  medium  of  line  engraving,  of  wtiat  I knew  and 
felt  on  the  subject- though  it  is  nearer  and  dearer  to  my  heart  than 
I could  say  with  either  pen  or  pencil.  The  result  is  that  Palace  Farm 
closed  the  set  of  small  plates  of  ideal  survivals  now  awaiting  des- 
truction at  the  hands  of  Today,  which  is  comprised  of  MAUR'S  FARM, 
PRIORY  FARM,  MINSDEN  EPISCOPI,  SELLENGER,  MORTMAIN,  TOT- 
TERNE  INN,  and  PALACE  FARM. 

'Those  that  may  now  be  included  in  the  sort  of  Book  I have  in  mind  are,  in 
their  order,  THE  FORD,  THE  POOL,  THE  CRESSET,  THE  MINSTER,  ANGLIA 
PERDITA,  FEN  MONASTERY,  ST.BOTOLPH'S  BOSTON,  POTTERS'  BOW, 

THE  ALMONRY,  SARRAS,  EAUNDS,  ST.  PETERS  BARTON  ON -HUM  BER, 
and  ST.  MARY'S  NOTTINGHAM,  and  I hope  to  make  all  new  plates  from 
now  [1929]  contribute  somethina  to  the  representative  qualitv  oF  the 
series.  Any  exceptions  arc  to  be  such  odd  plates  as  may  occasionally 
be  etched,  and  the  series  oF  views  of  existing,  typical  Little  Churches. 
With  that  last  exception  in  view  were  etched  St.  Ippolyts,  Duntisbourne 
Rouse  and  Castor,  and  the  set  at  present  includes  : STANLET  PONT- 
LARGE,  BARNACK,  MEPPERSHALL  CHAPEL,  STOKE  POGES,  LANEHAM, 
ST.  IPPOLYTS,  DUNTISBOURNE  ROUSE,  and  CASTOR.  Thus  there  are 
three  sets,  with  a number  of  odd  plates  remaining  unclassified. 

This  single  Book,  which  urns  in  the  mind  of  the  artist  then,  is  borne  out 
by  a MS.  listing  which  was  found  after  his  death , it  shows  well  the  corn- 
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prehensive  plan  of  the  Luholc: 

'A  Tudor  Street  (The  Ford j,  A Budge  Chapel  The  Pool),  A Bridge  Gale  (The 
Cresset),  A Mediaeval  Town  (The  Quay),  A Monastic  Church  (The  Min- 
ster), A Mediaeval  Abbey  (Anglia  Perdita),  A Monastic  Ruin  (Fen  Mon- 
astery), A Touuer  (St.  Botolph's,  Boston),  A Phantasy  (Potters'  Boiju),  A 5now 
Scene  (The  Almonry),  A Holy  City  (Sarras),  A Landscape  (Launds),  A Sax- 
on Tower  ($t.  Peter's,  Barton-on  Humber),  A Large  Parish  Church  St  Mary's 
Nottingham),  An  Inn  ( The  Maypole  Inn ,,  A Ruined  Priory  Lone-End), 

A Small  Collegiate  Church  (Tattershall),  A Hall  (Raqdale  Hall),  A Manor 
House  (Owlpen  Manor  , A \ illage  Street  (Memory  of  Clavering),  A Cath- 
edral (Fly),  A Tithe  Barn,  An  Abbey,  A Mediaeval  Street,  A Market  Hall, 

A Guildhall,  A City  Church,  A London  Street,  A Farmyard,  An  April  Land 
scape,  A River,  A Hospital,  A School,  A Castle,  An  Avenue,  A Garden,  A 
Palace,  An  East  Anglian  Touun,  A CoastScene,  A Rocky  Landscape,  A 
Roman  Road,  A Forest. ' 

The  Ely  winch  the  artist  noted  was  to  have  been  next  in  the  etchings  at 
the  time  of  his  death;  the  pencil  studies  show  the  power  and  majesty 
which  this  plate  would  have  had.  Palace  Court  wouldseern  to  fit  A 
Palace';  the  Trent  A River)  and  Cockayne  A London  Street. 

Tire  series  of  Little  Churches,  buildings  which  Griggs  so  dearly  loved, 
was  projected  in  his  mind  as  a consideralMe  one.  In  addition  to  the 
plates  which  are  in  the  1929  list  quoted,  Syde  and  Nctherfon  Chapel 
were  completed  at  a later  date.  But  the  listing  in  his  own  Memoranda 
shows  twenty-two  subjects  in  this  senes. 
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KEY  TO  LOCATION  OF  PRINTS 

AIC Art  Institute  of  Chicago 

AO.  Ashmolcan  Museum,  Oxford 

PER  The  Print  Room,  Berlin 

BM.  British  Museum,  London 

BMFA.  . Boston  Museum  of  Line  Arts 
BPL  Boston  Public  Litrrcjry 

CHEL  Cheltenham  Museum  of  Art,  Gloucestershire 
CM  A.  . Cleveland  Museum  of  Art 

DO E>avid  Gould,  Esq.,  Barnes,  London 

FAC  F A. Comstock,  Esq.,  Princeton,  N J. 

FM H Fogg  Museum,  Harvard  University 

FW  FiGicilliam  Museum,  Cambridge 

GAS  G. Allen  Smith,  Esq  , Philadelphia,  Pa. 

LC  . ...  Library  oF  Congress,  Washington,  D.  C. 

LR  Lessing  Roseniiald,  Esq.,  Jenkintoiin,  Pa 

MEL  National  Gallery  of  Victoria,  Melbourne 
N BMG  Mrs.  Nina  Griggs,  Barnes,  London 
NGC  National  Gallery  of  Canada,  Ottawa 

PMA  Philadelphia  Museum  of  Art 

RA  Rijksmuseum,  Amsterdam 

RNB  Richard  N. Berry,  Esq.,  Cape  Elizabeth,  Me. 

VS  A Victoria  A Albert  Museum,  London 
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II  CATALOGUE  OF  ENGRAVED  WORK 


EARLY  PLATES 


A.  FLAMSTEAD  (near Hitchin) 

Etching  Probably  189b. 

77/8  x 9I. * 3 */8 

B SHILLINGTON  CHURCH,  BEDFORDSHIRE 
Etching.  Probably  1896. 

7 x 9 72  ' 

BPL, LC 

C.  BRIDGE  STREET  (Hitchin) 

Etching.  1897. 

572  x 1078 


D.  THE  "COOPERS' ARMS"  INN  YARD  (Hitchin) 

Etching.  1897. 

7"/lfc  X 4 V4 

AO,  BPL 

E.  THE  "COOPERS'  ARMS"  188b 
Etching.  Probably  1897/8. 

77/8  X .V/8 

AO 

F.  THE  "BOOT"  INN  (Hitchin)  1889 
Etching.  1898. 

S3/8  x 3l5/'ifo 

G.  THE  BIGGIN  (Hitchin) 

Etching.  1898. 

6l5/ifc  x b7/8 

BPL 

H.  THE  MARKET  PLACE  (Hitchin)  1830 
Etching  1898. 

6 x 8 '/2 

AO 

I.  ST.  KATHERINE’S  CHURCH,  ICKLEFORD  ( before  alteration  in  1859) 

Etching.  1900. 

3 3/4  x53/4 

BPL 
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J.  ST. MICHAEL'S 
Etching.  1900. 
6x7 5/  4 
PM  A 


K.  ANSTEY  (near  Hitchin) 

Etching.  1902. 

77/i6  x5 

AO,  BPL,  GAS 

L STEVENAGE 
Etching.  1902. 

67/16  x 4 

BPL,  GAS,  LC 

M.  ST.  IPPOLYTS  NO.  I (near  Hitchin) 

Etching.  1902. 

S9/l6  X 4'/l6 

AO,  BPL,  LC 

N.  ST. IPPOLYTS  NO. 2 
Etclung.  1905. 

7 1/2  X 47s 

GAS,  LIT 

O.  UNTITLEL)  (ruined  toujer  seen  beyond  trees) 
Drypoint.  Probably  1902/5. 

574  x 5l5/i6 

BPL 

P.  "A  MIRACLE  OF  RARE  DEVICE" 

Etching  and  drypoint.  Probably  1905. 

4II/|6  x 415/ie 

BPL 
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I.  SUTTON 


first  State.  1912. 

Ihe  figure  is  facing  right,  as  if  closing  the  gate,  and  carries  a long  stick.  The  etch- 
ed signature  and  date,  F.  L Griggs  1912,  are  in  the  left  corner  and  the  title,  Sutton, 
in  the  right  corner  of  the  lower  margin. 

8%  x 5l5/ifc 

Two  proofs. 

AO 

Second  State. 

The  figure  has  been  erased  and  re-etched,  and  now  faces  left,  and  carries  a 
bag  over  his  shoulder.  Four  jackdaws  are  flying  about  the  tower.  Work  has  been 
added  m various  parts,  chiefly  on  the  tower,  and  on  the  wall  behind  the  figure. 

Six  proofs,  taken  before  attempts  at  projected  alterations  which  icere  not  com- 
pleted. 

BPL,  FW,  GAS,  LC 

A pencil  drawing  of  the  subject,  done  in  1910  from  this  same  viewpoint,  is  in 
the  Fitjwiliiam  Museum,  Cambridge.  It  appears  on  p.287  iri  Hiqhways  \ Byways 
in  Cambridge  & Ely. 


This  is  the  strange  and  beautiful  tower  of  the  church  of  St.  Andrew  at  Sutton  in 
the  Isle  of  Ely,  Cambridgeshire.  If  rises  from  the  highest  point  of  the  village,  and 
is  a well  known  Fenland  landmark,  to  be  seen  for  many  miles  along  the  valleys 
of  the  Ouse  and  the  Cam . The  view  of  it  in  the  etching  is  from  the  south . Church 
and  tower  were  buiir  by  John  Barnet,  Bishop  of  Ely,  in  the  fourteenth  century. 

Griggs's  love  of  the  towers  of  English  churches,  which  reached  its  highest  point 
of  expression  later  in  the  superb  plate  of  St.  Botolph  s,  Boston,  is  evident  right  at 
the  beginning  of  his  etching  career.  The  plate  of  Sutton  has  considerable  nobil- 
ity although  the  etched  line  is  comparatively  tentative  and  a trifle  coarse,  as 
if  it  had  been  over-bitten. 
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ill 


Igrii-if 

iv  -r-\.V 

Grigs  >f>) 

I SUTTON  II 


Sutton 


2.  MAUR'S  FARM 


First  State.  1913 

With  a narrow  lower  margin;  uuithin  it  the  signature  and  date,  F.L  Griggs 
1913,  on  the  left  arid  the  title,  MAUR'S  FARM,  on  the  right.  Before  the 
trees  above  theuuall  and  beyond  the  tomer,  and  before  the  farm-house 
chimney. 

4g/l6  X / '/ 8 

Five  proofs. 

AO,  BPL,  DO 

Second  State. 

Without  loner  margin,  signature,  or  title,  the  toiuer  has  been  erased  and  a 
different  one  etched,  there  is  more  light  on  the  stacks.  Still  before  frees 
and  chimney. 

4 'A  x 7*/8 

Thirty-eight  impressions 

AO,  BM,  BPL, C, VIA,  DO,  FAC,  GAS,  LC,  RA,  RNB 

Third  State.  1921. 

With  the  trees  above  the  mall  on  the  left,  a chimney  rising  from  the  farther 
side  of  the  cottage  roof,  and  distant  trees  to  the  right.  There  is  more  defin- 
ition in  the  toner  and  in  the  tree  in  the  stack-yard,  and  the  center  of  the 
buttressed  mail  and  its  shadom  are  darkened. 

Three  proofs. 

BPL 

Fourth  State.  1922. 

the  tree  overhanging  the  mall  has  been  altered  and  enlarged,  and  a 
more  distant  tree  betmeen  it  and  the  top  of  the  mail  added . There  is 
much  additional  mork  to  the  upper  part  of  the  sky,  the  clouds  being  dark, 
and  there  are  indications  of  cloud-streaks  above  the  trees  in  the  stack- 
yard Fhe  lighting  nom  hints  of  approacfiing  damn.  The  reflected  light 
on  the  buttresses  of  the  mall  is  reduced,  and  there  is  less  light  across 
the  center  of  the  yard  and  on  the  stacks  The  ruts  in  the  foreground 
are  deepened.  The  tones  generally  have  evidently  been  carried  far- 
ther tomards  the  desired  finished  state,  and  there  is  nem  mork  practical- 
ly all  over  fhe  plate. 

Four  proofs. 

AIC,  BPL 

Fifth  State. 

With  three  rooks  in  the  sky.  The  trees  beyond  the  tomer  are  larger,  the  clouds 

are  nom  defined  as  long  streaks  brilliantly  lighted  against  the  deep  tone 

of  the  sky,  and  there  are  faint  suggestions  of  sun  rays.  The  general  light 

is  nom  that  of  early  damn . The  tomer  is  darkened  in  the  shudomed  parts, 

and  its  mmdoms  and  buttresses  are  more  clearly  shomn 

Seven  proofs 

AO,  BPL,  DO,  GAS,  NGC 
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Sixth  State. 

there  arc  alterations  in  the  lower  part  of  the  iky  A band  of  clear  sky 
has  been  etched  between  white  lighted  clouds  above  the  distant  farm 
buildings,  and  two  darker  streaks  of  sky  show  between  the  cottage  gable 
and  the  trees  on  the  left  of  the  tower. 

Five  impressions. 

AO,  BM 

Seventh  State.  1924. 

The  farm-house  chimney  is  now  on  the  near  side  of  the  roof.  The  lower 
part  of  the  sky  has  again  been  altered  The  bands  of  cirrus  cloud  are 
more  clearly  defined,  the  dark  lower  band  of  sky  has  been  re  etched, 
and  a narrower,  lighter  band  added.  The  trees  beyond  the  tower  to  the 
left  have  been  erased  and  re-etched  in  larger  and  darker  and  more  shape- 
ly masses,  and  extended  towards  the  center  of  the  picture.  Small  alter- 
ations have  been  made  in  the  tree  in  the  stack  yard,  and  it  is  now  in 
brighter  light  and  deeper  shade.  Ihe  tones  throughout  have  been  strenarh- 
ened  In  this  state  the  whole  effect  is  much  more  brilliant  than  before. 

Ten  impressions. 

AO  (2- 1 touched),  BMFA,  BPL,  DO.  FAC 
Eighth  State . 

With  bright  early  morning  sun  rays,  and  more  rooks  rising  from  the  trees 
to  the  left  of  the  tower.  Smoke  from  the  farm-house  chimney,  barely  sug- 
gested in  early  impressions,  rises  clearly  in  later  ones  of  this  state,  and  the 
sun-rays  in  the  later  impressions  arc  longer  and  sharper  than  in  the  eailier. 
Seventeen  impressions. 

AO,  BPL,  L)G,  0A5,  PM  A 


In  the  Arthur  Mitchell  Collection  at  theAshmolean  Museum  is  an  undescribed 
state  between  the  Fifth  and  Sixth.  It  shows  the  band  of  cloud  across  the 
sky  above  the  farm  partly  etched  in,  but  not  as  uniformly  as  in  the  Sixth. 
Also,  before  the  two  narrow  bands  of  shading  in  the  sky  to  the  right  of  the 
chimney.  The  proof  is  touched  with  ink  wash  on  the  far  clouds  and  on  the 
trees  to  the  left  of  the  church. 

The  original  pencil  drawing  of  Helpringham,  noted  below,  is  in  the  David 
Gould  Collection.  It  is  reproduced  on  p.86  in  Highways  X Byways  in  Lincoln- 
shire. There  is  also  ci  sepia  wash  study  for  the  etching  in  the  Mitchell  Collect 
ion. 

Exhibited  (Eighth  State)  at  the  Royal  Academy  in  I92S. 

The  grouping  of  the  buildings  and  stacks  was  suggested  by  a view  at  Hel- 
pringham, in  Lincolnshire,  but  the  work  is  otherwise  original  In  the  First  and 
Second  States,  before  the  important  additions,  preliminary  to  the  full  scheme 
of  light  and  shade,  and  scarcely  suggesting  morning,  the  work  is  comparat- 
ively sliahtly  and  freely  executed,  and  the  rather  large  number  of  impressions 
of  the  Second  State  apparently  indicates  that  at  that  time  (1913)  there  was 


47 


no  immediate  intention  of  carrying  the  subject  farther.  Not  until  eight  years 
later  teas  the  plate  again  taken  in  hand,  and  it  was  not  finished  until  three 
years  more;  so  that  eleven  years  elapsed  between  its  beginning  and  comple- 
tion. Ihe  changes  and  additions  after  t tie  Second  State  transformed  it,  in 
their  nature  and  in  a more  minute  finish  and  greater  beauty  of  workman- 
ship, into  a highly  wrought  work  of  poetic  realism.  Successive  states  aft- 
er and  including  the  Fourth  disclose  the  gradual  advance  of  dawn, 
and  in  the  last  the  scene  is  pcfvaded  with  the  increasing  light  and  dewy 
freshness  of  early  morning,  and  the  sky  is  alight  with  sun-rays  and  kin- 
dled clouds.  Yet  night  seems  to  linger  about  the  dark  and  shadowy  ruin; 
and  tfie  print  is  not  without  serenity. 

David  Gould  writes  of  this  plafe  : I can  fhmk  of  nothing  more  revealing  of 
the  artist  's  development  as  an  etcher  than  the  way  in  which  a study  of 
Helpringham  was  turned  into  Maur's  Farm,  and  tFte  gradually  built  up 
plate  culminating  in  that  marvelous  dawn,  with  dew  on  the  dark  grass 
and  depths  and  richness  in  the  plate,  wtuch  one  cannot  believe  to  have 
been  the  same  eopper  tfiat  produced  the  Second  State.' 

In  October  of  1924  Griggs  wrote  to  Russell  Alexander:  Maur  s Farm  is  finish- 
ed in  all  but  the  final  morning  rays  and  the  wood  smoke  and  the  awaken 
mg  rooks.  This  week  I shall  bid  farewell  to  that  dear  old  copper.  Only  think, 
it  dates  back  to  before  the  war!  Almost  back  to  those  dear,  sweet  old  pas- 
toral laughing  days  of  ours  here,  when  it  seems  that  Campden  was  guieter, 
and  the  old,  old  echoes  hardly  stilled.  Ihey  are  only  awakened  now;  on 
dark  nights  (when  the  wind  is  blowing  and  one  couldn  t see  where  the 
sound  came  from)  by  our  sweet  and  solemn  bells.  I shall  send  you  a picked 
proof  - and  preferably  one  with  the  bright  early  rays.  For  there's  a hopeful  - 
ness  -or  something  of  hopefulness,  about  it  that  even  / feci. 
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831.  HELPRINGHAM,  LINCOLNSHIRE 


FLCriggs  '9'J 


■WK  FARM 


2.MAURS  FARM  I 


2.MAURS  FARM  III 


2.MAURS  FARM  IV 


2 MAUR'S  FARM  VIII 


3.  STANLEY  PONTLARGE 


First  State.  1913. 

Ihcre  is  a streak  of  cloud  across  the  upper  part  of  the  sky,  and  a lower 
streak  stretching  almost  straight  between  the  barn  gable  and  the  frees. 

In  the  loiuer  margin,  on  the  left,  are  the  signature  and  date,  L.  L Griggs 
1913,  and  on  the  right  the  title,  Stanley  Pontlargc. 

5%  x 5% 

Four  proofs. 

AO,  BPL,  FW,  OAS 

Second  State. 

Ihe  upper  cloud-streak  is  now  etched  over,  and  the  lower  cloud  is  bow-shaped 
The  margins  and  lettering  remain 

One  proof  only,  the  plate  having  been  spoilt  during  preparations  for  intended 
corrections.  On  this  proof  is  written  in  pencil  by  the  artist:  Trial  proof  of  2nd 
State-only  impression.' 

In  flie  Ashmolean  Museum  are  two  drawings  of  the  subject,  one  in  pencil  and 
wash;  the  other  is  in  pen  X ink,  dated  1905,  and  is  reproduced  on  p.207  in 
Ffighways  5 Byways  in  Oxford  X Ihe  Cofsujolds. 


Ihe  subject  is  the  lonely  little  church,  of  unknown  dedication,  and  now 
only  occasionally  used,  in  the  parish  of  Stanley  Pont  large,  near  the  old  ab- 
bey town  of  Winchcombe,  in  Gloucestershire  It  dates  back  over  800  years. 
This  is  the  first  in  Griggs's  series  of  Little  Churches;  the  moods  of  intimacy 
and  neglect,  which  pervade  this  whole  series,  are  apparent. 

Ihe  nave  was  extensively  repaired  by  a member  of  the  Society  for  the  Pro- 
tection of  Ancient  Buildings,  Sir  Philip  Sidney  Stott,  in  1923-4  The  Society's 
Report  of  June  1925  mentions  that  when  certain  work  was  needed  a 
bell  in  the  bell-cote  was  rung,  'sounding  over  the  parish,  and  willing  help 
ers  came  trooping  along  to  give  the  necessary  help  The  whole  of  the 
timber,  it  is  added,  is  of  undressed  English  oak  from  near  the  Roman  vil- 
la at  Chedworth . 
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3.  STANLEY  PONTLARGE  I 


4.  PRIORY  FARM 


First  State.  191 5. 

With  margin,  within  it  on  the  left  the  signature  and  date,  P L. Griggs  1913,  and 
on  the  r ig Pit  the  title,  PRIORY  FARM. 

hVifc  x Via 

Six  proofs,  printed  rather  heavily. 

BM,  BPL,  PW,  GAS 

Second  State 

Without  margin,  signature  or  title. 

-4l3/l6  X bV  16 

About  truenty  proofs. 

Ihcse  impressions  show  a progessive  lightening  of  the  effect  in  parts,  chief- 
ly in  the  church.  Among  the  most  noticeable  differences  between  the  earlier 
and  later  impressions  are  : a lightening  of  the  frees  above  the  roof  and  the 
shadowed  side  of  the  church;  a brighter  and  more  sunny  effect  in  the  shed, 
the  barn,  the  sky,  and  the  lighter  part  of  the  foreground ; and  generally  a 
more  distinct  separation  of  tones.  There  is  no  new  etching,  the  differences 
having  apparently  been  ot)tained  with  the  burnisher,  the  dry  point  needle, 
and  printer's  muslin.  The  unusually  large  number  of  impressions  in  this  trial 
state  is  doubtless  partly  due  to  efforts  towards  cleaner  and  lighter  print- 
ing, and  they  may  be  reaarded  as  a series  of  trials. 

AO,  BM,  BPL,  L)G,  FAC,  NGC,  RA 

Third  State 

The  tree  tops  showing  above  the  church  are  doubled  in  length  There 
is  also  more  etched  work  on  the  leaded  roof,  making  it  grey,  together 
with  many  touches  over  the  whole  of  theplate  A number  of  flickering 
lights,  wLnch  rather  disturbed  the  serenity  of  the  general  effect,  on  the 
front  of  the  shed,  the  top  of  the  elder  tree,  the  walls,  roof,  and  ivy  of  the 
barn,  and  the  grass  of  the  left  foreground,  have  disappeared  The  light 
streaming  across  the  buttressed  wall  of  the  church  is  more  clearly  shown 
as  shafts  of  sunliqht. 

Forty  nine  impressions. 

AO,  BM,  BPL,  DG  (2 -I  touched),  FAC,  GAS,  LC,  PM  A,  RNB,  VXA  pouched) 

In  the  David  Gould  Collection  is  a touched  impression  of  what  is  assumed 
to  be  the  Thud  State.  It  bears  the  artists  note,  Fifth  State,  touched  Keep 
this  impression  F L.G. ' Gould  writes,  I have  examined  it  minutely  with  a very 
strong  magnifying  glass  It  has  innumerable  tiny  touches  representing  in- 
tended work  on  the  plate,  but  I cannot  discern  any  new  etching,  engraving, 
or  dry  point.  It  still  seems  to  be  a 3rd  State  print  underneath  The  addition- 
al work  makes  the  plate  very  beautiful  indeed.  The  touches  are  in  grey  to 
black  water  colour,  done  with  the  tip  of  the  brush  It  may  possibly  be  thin 
ned  ink . White  water-colour  - body  colour  - has  also  been  used . Priory  Farm 
was  begun  in  1913  but,  like  Maur’s  Farm,  I'm  sureFLG  lovingly  took  it  up 
again  several  years  later,  contemplating  further  work  on  the  copper  Fie 
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may  have  touched  two  prints  of  the  3rd  State  and  called  them  4th  and  5th 
States.  We  know  from  references  in  letters  of  1921  that  Iheartist  was  consider 
ing  changes  in  the  plate,  this  touched  impression  may  be  of  that  year. 

The  platewas  the  artist  s Diploma  work  on  his  election  to  the  Royal  Society 
of  Painter- Etchers  and  Engravers  in  1916,  and  an  impression  of  the  Second 
State  teas  shown  at  the  Society's  Exhibition  iri  that  year. 


A comparison  of  the  First  and  Ihird  States  seems  to  show  Ifiat  the  last,  and 
of  tfiat  only  the  best  impressions,  fully  reveal  the  tones  of  light  and  shade 
which  help  to  give  this  scene  an  aspect  of  quiet  solemnity,  and  its  neg 
lected  church  a mournful  and  ghostly  air.  Though  if  may  in  part  be  imbu 
ed,  like  Maur's  Farm  or  Meppershall  Chapel,  with  the  character  of  a soif 
of  religious  pastoral,  yet  its  deeper  and  more  elegiac  sentiment  harmon 
ges  rattier  with  the  imagery  of  Collins,  in  the  Ode  to  Evening,  evoking 
the  rum : 

Whose  walls  more  awful  nocJ 

By  thy  religious  gleams. 
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Fi-cng*  m PRIORV  fv\RM 


4.  PRIORY  FARM  I 


4.  PRIORY  FARM  111 


5.  THE  COPPICE 
Dry-point  on  copper. 

First  State.  1915. 

Witti  margin;  mithin  it  on  the  left  the  signature  and  date,  F.  L.  Griggs  1915, 
and  on  the  right  the  title,  The  COPPICE . 

(j  x 7 

Four  proofs. 

AO,  BPL,  FVV 

Second  Slate. 

Without  margin  or  lettering.  The  foreground  shadoms  are  deeper  and  broad 
er,  and  those  in  the  distance  lighter  and  softer.  The  far  mood  is  greyer 
The  high  lights  have  gone  from  the  coppice,  and  the  high  bank  on  the 
left  is  more  shady.  A thin  streak  of  cloud  has  been  added  to  the  sky. 

55/l6  X 6 7/lb 

Tujo  proofs. 

BPL,  LC 

the  Second  State  is  perhaps  better  than  the  First,  but,  as  it  mas  not  so  mell 
printed,  it  mas  believed  the  plate  mas  mearmg  too  quickly  for  further 
mork  to  be  of  any  use,  and  it  mas  therefore  destroyed. 


This  scene,  though  an  original  composition,  mould  doubtless  have  a fa- 
miliar look  to  anyone  acquainted  mith  Buckinghamshire  not  vcr>  many 
years  ago,  uuhen  the  country  there  still  kept  much  of  its  earlier  mell  mood- 
ed  character,  and  (for  the  print  perhaps  reminds  one  of  certain  land- 
scape touches  of  Milton)  the  fulls,  the  high  mood  , and  hillocks  green' 
mere  still  the  shepherd's  daily  maiks  and  ancient  neighbourhood 

lire  plate  is  ttiefirst  of  Griggs's  dry-points  and  one  of  his  fete  pure  land 
scapes.  It  is  of  great  beauty  in  itself  and  is  looser  and  freer  in  its  han- 
dling,as  becomes  this  particular  medium.  It  is  of  interest  that  he  used 
dry-point  so  rarely,  for  me  find  this  plate,  Steppinq-Stones  (No. II),  St.  Pet- 
er's, Barton-on  Humber  (No. 40),  and  the  unfinished  Carnagh  (No  IT), 
and  Evesham  Bridge  (No.  57)  to  be  the  sole  examples,  if  me  except  Rag 
dale  Hall  (No.  45)  mhich  mas  begun  as  a dry  point  and  turned  into  an 
etching,  due  to  difficulties  in  the  mearmg  of  the  plate.  It  must  have 
been  evident  io  the  artist  that  through  this  medium  he  could  not  give  the 
fullest  expression  to  mhat  mas  in  his  mind;  the  more  precise  etched  line 
suited  him  better  and  furthermore  enabled  him  to  make  alterations  and 
additions  that  mould  ripen  a plate. 
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5.  THE  COPPICE  II 


6.  MINSDEN  EPISCOPI 


First  State.  1915. 

Witti  a lower  margin;  within  it  on  the  left  the  signature  and  date,  F L Griggs 
1915,  and  on  the  right  the  title,  MINSDEN  EPISCOPI 

53/lb  x 7'Vlfe 

Four  proofs. 

B PL,  FVV 

Second  State. 

W ithout  lower  margin  or  lettering.  The  subject  is  slightly  reduced  on  the 
light.  Some  of  the  joints  of  the  stonework,  and  some  other  parts  of  the 
print,  are  now  more  delicate. 

4'5/ife  x 7 Vs 

Not  more  than  forty  impressions,  of  which  the  best  prints  are  the  later  ones. 
AO,  BM,  (3 PL,  FAC,  GAS,  LC,  NBMG,  RA,  RNB 

Exhibited  (Second  State,  at  the  Royal  Society  of  Painter-Etchers  and  En- 
gravers in  1916. 


The  subject,  as  the  title  suggests,  is  a mediaeval  bishops  palace,  long  fall- 
en from  its  ancient  state,  and  now  partly  in  use  as  a farmstead  Doubtless 
from  a feeling  that  it  might  have  been  carried  farther,  it  was  greatly  alt- 
ered and  elaborated  in  1920,  and,  thus  becoming  practically  a new  work, 
was  renamed  Palace  Farm  (No  25).  The  title  was  designedly  borrowed  from 
the  ruined  Minsden,  or  Minsledene,  Chapel,  near  Hitchin,  in  Hertfordshire. 
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6.  MlNSDEN  EPISCOPI  I 


7.  A5HWELL 


First  State.  1914. 

In  the  lomcr  margin  arc  the  title  and  an  inscription ; 

Ash  well. 

M.Ct.Xpento.  miseranda  ferox.  uiolenta. 

M CCC.L 

Supest.  plebs. pessima.  testis. in.  fineque. uents. 

Validus.  oc.  anno,  maur  us.  in.  orbe.  tonat. 

M.CCC.LXI 

9 x 672 

Five  proofs. 

BM 

Second  State. 

Without  margins  or  lettering.  Some  leaves  from  the  tree  have  been  remov- 
ed, and  the  shade  of  the  tower  and  church  is  greyer  This  is  the  better  state 

B3/ic  x 5 1 Vi  to 

Sixty-four  impressions. 

AO,  BM,  BPL, FAC,  GAS,  LC,  RA,  VXA 

A pencil  drawing  (1909)  of  the  subject  is  reproduced  on  p 251  in  Highways 
X Byways  in  Cambridge  5 Fly. 


The  church  is  that  of  St  Mary  the  Virgin  at  Ash  well,  on  the  borders  of  the  Cam- 
bridgeshire levels,  from  which  proximity  it  may  have  acquired  something  of 
its  Fast  Anglian  character,  though  the  slender  lead-covered  fleche  is  a 
well-known  Hertfordshire  feature  The  great  height  of  the  tower  (175  feet;  and 
the  pale  grey  Totternehoe  Clunch  of  which  it  is  built,  and  its  decayed  con- 
dition, make  it  very  strange  and  conspicuous  in  the  landscape.  Ashwell  was 
severely  visited  by  the  Black  Death  in  the  fourteenth  century,  and  until  re- 
cently the  appearance  of  the  church  and  the  small  quiet  town  almost  sug- 
gested that  it  had  never  recovered.  The  etched  inscription  refers  to  this  visit- 
ation, and  is  from  a contemporary  one  cut  on  an  interior  wall  of  the  tower. 

A translation  runs: 

1550  Miserable,  wild,  distracted  1550. 

The  dregs  of  the  people  alone  survive  to  witness . 

And  in  the  end  a wind  full  mighty: 

I hi  s year  5.  Maur  thunders  in  the  world : 1561 
The  stornn  was  one  which  arose  and  swept  western  Europe  on  St  Maur's  Day 
(January  15th)  1561,  and  was  believed,  to  have  cleared  the  air  of  the  last 
taint  of  the  pestilence.  St.  Maur  was  a disciple  of  St.  Benedict  by  whom  he 
was  sent  into  France,  there  to  introduce  Benedictine  monachism. 
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7.  ASHWELL  II 


8.  BA  KNACK 


First  State.  1914. 

With  a wide  margin  all  round,  below  on  the  left  the  signature  and  date, 
F.L. Griggs  1914,  and  on  the  right  the  title,  BARNACK. 

fcl5/ifo  x 5l5/ifc 

Five  proofs. 

AO,  BM 

Second  State. 

Without  margin  or  lettering.  Ihe  tower  is  lighter,  and  the  tones  and  light 
mg  generally  are  more  harmonious. 

4"/ 16  x 47/ifo 

Ihu  ty  impressions. 

AO,  BM,  BPL,  FAC,  FW,  GAS,  LC,  PM  A,  RNB 

A pencil  drawing  (1914)  of  the  subject  is  reproduced  on  p 142  in  Highways 
K Byways  m Northamptonshire.  A pen  & ink  drawing  is  in  the  Arthur 
Mitchell  Collection,  Ashmolean  Museum,  Oxford. 


Ihe  subject  is  the  wiell  known  Saxon  tower  of  the  church  of  St.  John  the 
Baptist  at  Barnack  in  Nortfiamptonshire.  The  tower  is  finished  with  an 
unusual  octagonal  belfry  stage  and  a broacFi  spire  of  twelfth-century 
building . Ihe  porch  is  also  an  unusual  one,  u ith  a barrel  vault  and  very 
steeply  pitched  roof.  The  village  of  Barnack  is  near  Stamford,  on  the 
edge  of  the  Fens,  between  the  Rivers  Welland  and  Nene. 
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8.  BARNACK  II 


9.  THE  FORD. 


First  State.  1915. 

With  a margin;  uuithimt  the  title,  The  Ford.  The  initials  and  date,  F.L.G. 
1915,  are  in  the  foreground.  I he  part  of  the  causeway  on  the  near  side  of 
the  turret  is  stepped,  and  mails  project  from  the  turret’s  middle  and 
nearer  buttresses. 

85/S  X 1 1 3/4 

Four  proofs. 

Second  State. 

Still  uuith  margin,  but  the  title  erased.  The  tower  and  other  buildings  a 
bove  the  pathway  on  the  right  are  lighter. 

87/lfe  x 1 1 3/4 

Twelve  proofs,  taken  during  efforts  at  improved  printing. 

AO  1 (I  touched),  BM,  BMFA,  BPL,  FW,  RA 

Third  State. 

Without  margin  The  church  tower  is  clearer  and  more  even  in  tone,  and 
the  shade  of  the  near  building  on  the  right  is  lighter.  Slightly  overbitten 
passages  on  the  tower  and  in  other  parts  of  the  plate  have  been  burnish- 
ed out.  This  is  the  best  of  these  three  states. 

5 \'8  x 97/ife 

Sixty  impressions . 

AO,  BPL,  FAC,  GAS,  NBMG,  NGC,  PM  A,  RNB,  VXA 
Fourth  State  1921. 

there  is  a clear  space  where  the  group  of  most  distant  Fiouses  Fias  been  e- 
rased.  Other  erasures  are;  the  walls  projecting  from  the  middle  arid 
nearest  buttresses  of  the  turret,  and  the  string-course  round  it  at  the 
top.  Ivy  now  grows  up  the  turret  s sunny  side,  and  the  anale  between 
the  turret  and  the  chimney  is  now  crossed  with  masonry.  In  place  of  the 
steps  in  the  foreground  are  stones,  grass  and  moss.  Ihe  road  is  more 
grassy  and  rutty. 

Five  proofs,  taken  for  touching,  during  alterations,  and  the  testing  of  a 
press  set  up  in  the  artist  s house. 

BPL  (touched) 

Fifth  State.  192-4. 

A new  group  of  houses  closes  the  vista  or  the  street,  and  above  them  are 
trees  and  a church  tower  u ith  a spirelef.  There  is  a distant  fiaure  in  the 
road;  and  still  more  grass  grows  on  tire  roadside.  Of  many  minor  alt- 
erations trie  chief  are  to  the  turret,  irs  buttresses,  and  its  forearound, 
ail  of  which  have  been  worked  on  Ihe  tones  of  the  bui'dmas  on  rhe  left, 
and  of  the  bank  on  which  they  stand,  are  more  distinct.  The  alterations 
are  non  practically  complete. 

Three  proofs. 

AO 
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Sixth  State. 

A bird  flies  near  the  top  of  the  nearest  church  tower.  Ihe  distant  forcer,  light 
er  on  its  sunny  side,  is  in  clearer  tones  of  light  and  shade,  and  the  tones 
of  the  nearer  trees  are  improved. 

Forty-three  impressions. 

AIC,  AO,  BM,  BPL,  FAC,  GAS,  LC,  PM  A,  RA,  VXA 

though  the  differences  between  the  Third  and  Sixth  States  are  compara- 
tively slight  in  themselves,  they  do  without  doubt,  in  improving  the  comp 
osition  by  the  chief  additions,  and  in  an  increased  felicity  of  execution, 
very  appreciably  beautify  this  plate.  The  most  desirable  impressions  arc 
among  those  of  the  Fifth  and  Sixth  States. 


Ihis  scene,  though  wholly  original,  may  perhaps  owe  something  of  its  gen 
eral  character  to  memories  of  survivals  at  Campden  arid  Winchcombe, 
in  Gloucestershire,  and  bear  suggestions  of  a love  of  East  Anglia  It  is 
the  first  of  the  series  of  imaginary  scenes  of  about  the  Reformation  per- 
iod. In  this  one  it  seems  that  the  artist  has  indicated  a moment  in  Queen 
Mary  Tudor's  reign,  a little  later  in  time  than  in  others  to  which  it  belonas 
by  general  intention,  and  nearer  to  the  actual  assault  of  the  Reformation 
and  the  Renaissance.  In  ruined  river  gate  and  fallen  stone,  no  less  than 
in  a poignant  air  of  solitude  and  silence,  may  be  felt  symbols  of  vicissitude 
and  dissolution,  as  if  the  place  were  trcmblinq  on  the  verge  of  change. 

About  this  plate  Griggs's  friend  Wilfred  Rowland  Childe  wrote : 

There  is  a tune  of  silence  on  this  town . 

Bell  towers  smote  out  an  Ave  for  mid-day 
An  hour  ago,  and  nouu  the  sun  beats  down, 

And  perfumes  From  the  cowslip  fields  of  May 

Creep  up  the  narrow  wynds  and  gabled  ways; 

The  small  stream  underneath  the  bridge  of  stone 
Slides  o'er  the  Ford's  slow  pebbles;  tranquil  days 
Are  here,  half- sleeping  on  her  carven  throne 

Seems  Holy  Church  to  dream  and  to  go  out 
In  benediefion  o'er  the  drowsinq  roofs, 

The  townsfolk  are  at  meat ; no  merry  sFiout 
Of  laughing  children  draws  the  mild  reproofs 

Of  some  kind  smiling  nun . What  name  has  it, 

This  town  of  plastered  inns  and  panelled  rooms, 

And  oriels  leaning  on  the  crooked  streer, 

And  churches  breathing  delicate  perfumes9 

Child,  it  is  England  ! 
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9.  THE  FORD  III 


THE  FORD  VI 


I O.  THE  POOL 


First  State.  1915. 

With  margin;  within  it  the  title,  FUEPOOL.  the  signature  and  date,  F.L  G. 
1915,  are  in  the  foreground. 

8'/l6  x I05A 

Four  proofs. 

BPL,  VXA 

Second  State. 

Without  margin  or  title. 

b'/4  X 9 \'a 

Tuuenty-two  impressions. 

AO,  BPL,  GAS,  LC 

Third  State. 

There  is  a flight  of  birds  over  the  chapel ; an  addition  to  the  trees  behind 
it ; and  a cresset  at  the  angle  of  the  tower  Masonry  joints  and  weather- 
ing have  been  added  on  the  bridge  and  chapel,  and  the  chapel  win- 
dowsare  darkened.  The  trees  to  the  left,  the  chapel  roofs,  and  the  shad- 
ows of  the  cutwaters  are  lighter.  This  is  the  best  state. 

Thirty-five  impressions. 

AO,  BPL,  GAS,  NGC,  RNB,  VAA 

The  plate  was  cut  down  and  altered  in  1922,  and  renamed  Linn  Bridge 
(No  29).  The  Boston  Public  Library  and  the  Rijksmuseum  at  Amsterdam 
each  have  ci  proof  from  the  cut-down  plate  before  work  was  begun  on 
Linn  Bridge.  These  measure  65/ife x 5 Vs . 
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I 


IO.  THE  POOL  III 


II.  STEPPING-STONES 
Dry  point  on  copper. 

Fust  State.  I9IS. 

In  the  louder  margin  is  the  title,  STEPPING  STONES . The  sianature  and 
date,  F.L. Griggs  I9IS,  are  just  uuithin  the  louuer  border. 

bV4  X 95/lfc 

Three  proofs. 

AO,  BPL 

Second  State. 

Without  the  title.  Some  clefts  in  the  cliffs,  and  some  stones  and  reflect- 
ions at  the  far  bank  of  the  near  stream,  have  been  added. 

Seventeen  impressions. 

AIC,  AO,  BPL,  FAC,  GAS 

There  is  very  little  difference  in  the  states,  and  variations  in  the  impress- 
ions are  slight. 


This  landscape  combines  pastoral  sweetness  and  romantic  solitude,  in  a 
place  where  inland  murmurs  would  blend  with  the  sound  of  the  sea. 
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II  STEPPING- STONES  II 


12.  THE  C RESSET 


First  State.  1915. 

With  margin;  within  it  the  title,  The  CRESSET.  The  initials  and  date, 
F.L.G.  1915,  reversed,  are  just  uuithin  the  lower  border. 

PV/2  X Il»/l6 

Several  proofs. 

AO,  BPL,  FAC,  GAS,  RA 

Second  State. 

Without  margin  or  title.  There  are  very  slight  progressiv  e changes  in 
this  state  as  between  the  earlier  and  later  impressions.  At  sorncsfaue 
the  upper  edge  of  the  plate  was  slightly  cut,  and  the  distant  tower 
with  the  pyramidal  roof  hud  a weather-vane  added.  In  the  later  im- 
pressions The  relative  tones  seern  improved ; the  printing  is  better;  and 
these  impressions,  taken  before  so  strongly  bitten  a plate  could  show 
sians  of  wear,  are  rhe  best. 
b7/l6  X 93/4 

Thirty -eight  impressions. 

AO,  DM,  BPL,  FAC,  GAS,  LC,  NBMG,  NGC,  PM  A,  RNB 

In  1920  Ihe  plate  was  cut  down  on  the  right  and  left,  and,  with  the  re- 
maining center  portion  added  to  and  altered,  was  renamed  The  Bar 
bican  (No.  2b).  The  Boston  Public  Library  has  two  impressions  of  the 
Second  State,  which  have  been  cut  and  touched,  obviously  in  view  of 
this  change ; they  measure  b3/s  x 6l3/i6.  While  the  change  probably  improv 
cd  and  tightened  the  composition,  there  is  nevertheless  a certain  loss  in 
that  the  scale  of  the  conception  has  been  somewhat  reduced  At  any 
rate,  the  artist  retained  the  oriamal  version  for  his  Liber  Anqliue. 
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I2.THECRESSET  II 


15.  MEPPERSHALL  CHAPEL 

First  State.  1915. 

With  margin;  irut  the  title,  Meppershall  Chapel,  and  the  signature  and 
date,  F.  L. Griggs  uq:  1915.  Itiere  is  a dark  patch  resembling  a tree-shadow 
on  the  roof  of  the  nave. 

b'/i  x 5'/4 

Nine  or  ten  proofs,  a few  of  ujhich  have  the  title  printed  in  Sienna  colour. 
AO,  BPL,  FAC,  FW,  OAS 

Second  State. 

Without  margin  or  lettering.  The  light  and  shade  arc  intensified,  and 
the  printing  is  brighter. 

53/ifo  x 4% 

Nineteen  proofs. 

AO,  BPL,  FAC,  GAS,  LC,  R ,\B 

I he  number  of  proofs  of  these  two  trial  states  is  unusually  large  and  is 
probably  due  to  experimental  printings,  or  to  a desire  to  possess  spare 
proofs  in  the  event  of  a failure  of  projected  new  work,  or  to  a necessity 
to  visit  London  for  the  printing  of  each  state 

Third  5tate. 

The  level  clouds  in  the  western  sky,  except  a few  of  the  lowest,  and  the  shad 
ow  like  patch  on  the  roof  of  the  nave  have  been  erased.  The  lighted  side  of 
the  large  buttress  is  reflected  in  the  pool  The  brightening  of  the  liaht  is 
carried  still  farther  than  in  the  Second  State,  noticeably  in  the  sky,  on  the 
farther  bank  in  the  center,  and  in  the  water  underneath  it,  and  the  tree 
be  Fund  the  chapel  is  much  brightened.  These  changes  considerably  im- 
prove the  effect  and  indicate  a tendency  to  rely  more  and  more  on  the 
etched  line  alone.  This  is  the  best  state,  though  thepnnts  vary  in  quality. 
Thirty  impressions. 

AO,  BM,  BMFA,  BPL,  FAC,  OAS,  NGC,  VXA 


The  subject  is  a view  of  the  existing  remains  of  the  desecrated  chapel  of  St. 
Thomas  a Becket,  now  used  as  a barn,  near  the  village  of  Meppershall,  in 
Bedfordshire.  In  the  north  side  of  the  nave  isa  large,  very  richly  carved  and 
moulded  Norman  doorway,  in  unusually  sharply  preserved  condition, 
the  character  of  the  composition  of  this  plate  is  unusual : it  will  be  noticed 
on  analysis  to  be  made  up  of  many  triangles,  and  to  afford  an  example 
of  tire  subtlety  which  may  help  to  dignify  a simple  subject.  The  artist  com 
merited  that  he  chose  this  particular  view  of  the  chapel  for  its  pictorial 
rather  than  its  architectural  interest,  and  that  he  felt  a certain  sadness 
crept  into  it,  pervasive  and  hauntingly  and  yet  unbidden  . 
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I !>.  MEPPERSHALL  CHAPEL  III 


14.  CARNAGH 


Dry-point  on  copper. 

One  state.  191*). 

In  the  lower  margin  on  the  left  is  the  title,  Carnagh.  There  is  no  engraved 
signature. 

5"/ifc  x 7 

Four  proofs. 

AO,  BPL,  GAS 

Further  work  was  abandoned  because  tfie  artist  was  led  to  believe  that 
that  already  done  would  too  rapidly  wear. 


lhe  subject  is  the  churchyard  and  ruins  of  the  old  parish  church  of  Car 
nagh,  Co. Wexford,  Ireland.  Ihc  spot  is  avoided  by  the  people,  doubtless 
because  of  unhappy  memories  of  a sanctified  place  desecrated  by  the 
old  persecution,  which  became  deserted ; 'then  slowly  changed,  till  it 
grew  a heap  to  make  men  tremble'.  The  plate  suagests  a mysterious 
spirit  of  Flaunted  desolation  in  its  strange  light  and  wildly-spreading  trees. 

Griggs  speaks  of  this  plate  in  a letter:  It  isreaily  a sort  of  confitcor , -and 
comes  about  where  the  confiteor  should  ! England  lost  the  faith  and  play- 
ed the  heretic  and  vandal,  and  then  the  bigotted  tyrant  in  Ireland.  She  de- 
served to  become  a mere  huckster  after  that  Having  said  that  we've  said 
the  worst  of  our  beloved  country. 


bO 


14.  CARNAGH 


15.  THE  QUAY 


First  State.  1916. 

With  margins.  Within  the  loiucr  margin  is  the  title,  I HE  QUAY.  The  initials 
and  date,  F.  1.0.  1913  16,  are  in  perspective  on  a step  in  the  foreground.  Be- 
tween the  bridge  and  the  river  side  building  in  the  center  is  a darkly  shad- 
ed opening,  and  there  is  a patch  of  sunlight  on  the  shaded  foreground  ll  all 

8l5/ifc  x 10 

Tuuo  proofs,  rather  darkly  printed, 
ft  PL 

Second  State. 

Without  margins  or  title.  Some  of  the  shadows  are  lightened  a little.  The 
printing  is  not  so  heavy,  and  the  general  effect  is  sunnier. 

63/4  X 8' /lb 

About  twenty  impressions. 

AO,  BPL,  FAC,  GAS.  NBMO,  RNB 

Third  Stute. 

Ihe  dark  opening  in  the  center  is  now  filled  in  with  walling  in  sunlight; 
and  the  patch  of  sunlight  on  the  foreground  wall  is  shaded  over.  The 
castle,  and  the  distant  roofs  to  the  left  by  the  river,  arc  lighter  in  tone. 
The  effect  as  a whole  is  still  more  sunny.  This  is  the  best  state. 

Forty  impressions. 

AO,  BM,  BPL,  FAC,  GAS,  PM  A,  RA.VSA 

For  this  plate  white  paper  and  ink  less  brown  in  colour  than  were  used  for 
previous  etchings  were  employed,  a fact  here  noted  because  it  marks  a 
distinct  change  in  the  etcher  s printing  methods. 


As  The  Cresset  and  The  Barbican,  in  what  they  suggest  of  English  mediae- 
val life,  call  up  some  of  its  sterner  aspects  - the  siege  or  the  assault-  The 
Quay  would  remind  us  how)  Peace  hath  her  victories  no  less  renow  n d 
than  War.  Though  no  visible  house  would  be  less  than  400  or  300  years 
old  if  this  town  existed  now,  the  print  seems  to  wear  a not  unf  amiliar  look : 
its  picturesque  charm  is  probably  of  the  kind  that  most  English  people 
would  now  almost  unconsciously  conjure  up  when  ffiey  happen  to  think 
of  the  Middle  Ages.  For  the  scene  is  such  as  still  dwells-even  though  dim- 
ly - in  their  latent  memory  about  their  country ; or  w aits  like  a dream  to 
arouse  pathetic  instincts  of  a sweeter  age.  No  hideous  mechanism  dis- 
turbs the  quiet  orderliness  of  the  quayside,  or  casts  its  sinister  shadow  over 
sordid  toil  the  town’s  work  is  done  in  peace,  and  in  the  midst  of  beauty, 
and  at  their  labours  men  can  see  the  sun,  and  hear  the  chirping  of  birds,  and 
the  ringing  of  sacred  bells. 
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Of  this  plate  W.W.  Blair  Fish  wrote  to  the  artist : 


This  river  quay,  this  river  slowly  mending 

through  a tall  city,  uuith  untainted  Mom, 

I his  city,  gayly  thick  mith  gables  blending, 

their  neighbour  Faces  great  and  small,  a row, 
Aslant,  a jostle,  ridge  upon  root-ridge, 

With  kindly  jutting  casements,  this  deep  bridge 
These  tomers  and  chimney  clusters... 

You  know  them  well,  I think 


'■mu  I 


lrj  THE  QUAY  II 


15.  THE  QUAY  111 


I(>.  THE  PIPE  AND  TABOUR' 

Etching  on  gnc. 
first  State.  1916. 

With  the  title,  THE  PIPE  AND  TABOUR  , in  the  sky.  The  initials  and  date, 
E.L.G.  1916,  are  in  the  foreground  on  the  left 

55/8  x474 

Sixteen  impressions,  many  on  greenish  paper. 

AO,  BM,  BPL,  LC,  NBMG,  RNB 

Second  stare. 

hie  title  has  been  erased  from  the  sky. 

Three  proofs. 

AO,  BPL.V5A 

The  plate  ujhich  mas  an  experiment  uuith  z,inc,  and  apparently  not  per- 
fectly  bitten,  did  not  satisfy  the  artist,  and  leas  therefore  cancelled. 


The  building  of  this  deserted  inn  mould  seem  to  date  from  Chaucer  s time 
to  Shakespeare  s : the  past  life  it  mould  haveknomn  is  sufficiently  intimat- 
ed in  the  present  sad  irony  of  the  title. 


8b 


lb  THE  PIPE  AND  TABOUR'  I 


17.  1 HE  PALACE 


Ft i sf  State.  1916. 

before  sky  or  tower.  The  signature  and  date,  F.L  GRIGGS  MCMXVI  arc  on 
the  b<jse  of  tFic  nearest  buttress. 

67ifcx5'7i6 

About  twelve  proofs. 

AO,  BM,  BPL,  FAC,  GAS,  LC.NBMG 

Second  State.  1916,1921. 

With  sky  and  rower.  Mingled  shafts  of  cloud  shadows  and  ram  fall  from 
high  clouds  above  the  palace  and  tfie  tower  There  are  numerous  slight 
progressive  changes  within  this  state,  all  in  dry-point,  done  in  1921,  among 
them  being  the  filling  in  of  an  open  space  of  sky  above  the  near  battlement, 
the  continuing  of  the  lines  of  ram  and  cloud  shadow  to  the  buildings,  the 
shading  with  a half  tone  of  the  angle  of  the  tower  between  its  sunlit  and 
shaded  sides,  and  the  indication  of  joints  in  the  steps  leading  to  thedoor 
way.  A few  impressions  are  on  India  paper,  laid. 

Forty  nine  impressions. 

AO  (2-1  touched),  BM,  BPL,  CM  A,  FAC,  GAS,  N'BMG,  NGC,  RA , VS  A 
Third  State. 

The  etched  sky,  and  a large  part  of  the  near  building  on  the  right,  erased. 
The  nearest  buttress  remains.  There  are  ruled  lines  where  the  plate  was 
subsequently  cut. 

Three  proofs. 

AO  (touched) 

Fourth  State. 

Anew  wall  and  roof  are  etched  at  a lower  level.  Grass  grows  on  the  left 
in  the  foreground,  and  the  stones  of  a pavement  are  etched  between 
this  grass  and  the  building,  the  buttresses  at  the  angles  of  the  large  wind- 
ows, formerly  light,  are  now  in  half-tone.  The  pitch  of  the  roof  has  been 
slightly  altered  to  a steeper  gradient  A pigeon  is  sitting  on  one  of  the  gar- 
ao>  les  of  the  nearer  bay.  The  ruled  lines  remain. 

Twio  proofs. 

AO 

Fifth  State. 

The  plate  cut  down  to  the  ruled  lines. 

5l5/ifo  x 55/ifc 

Forty-one  impressions. 

AIC,  AO,  BM,  BPL,  FAC,  GAS,  LC,  PM  A , RNB 

This  plate  well  exemplifies  that  great  quality  of  mediaeval  building  of  the 
kind  depicted  - its  living  character,  by  which  it  preserved  its  dignity  and  har 
mony  in  spite  of  diversity  of  dates  and  purposes,  and  the  individuality  of 
the  several  parts,  and  needed  no  conirolling  design  for  the  whole. 
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17.  THE  PALACE  II 


7 THE  PALACE  V 


18.  SELLENGER 


F i rsE  Stote.  1917. 

With  o margin;  within  iton  the  left  the  title,  SELLENGER,  and  on  theright  a 
quotation : 

. . . silences  of  noons 
In  places  no  one  knows. 

The  signature  and  date,  F L GRIGGS  INV.  ET  DEL  1917,  are  within  the  subject 
on  the  left.  Before  sky  and  completion  of  foreground. 

59/ifc  x 7 

Several  proofs,  most  of  them  on  old  white  Chinese  paper. 

AO,  BPL.FAC,  GAS 

Second  State. 

Without  margin,  title,  or  inscription  Parts  of  the  church  uucre  apparently 
lightened  by  burnishing ; one  result  being  that  the  aisle  window  above 
the  figure  has  greater  definition.  The  tones  generally  are  more  distinct- 
ly separated.  Still  before  sky  and  completion  of  foreground. 

There  are  slight  differences  in  the  impressions.  At  some  stage  of  the 
printing  bare  copper  at  the  top  and  bottom  of  the  plate  was  taken  off, 
the  earlier  impressions  measuring  5‘/4  x 69/ie  and  the  later  47/&x69/ic. 

Forty  impressions. 

AIC,  AO  2 (I  touched),  BM,  BPL,  CMA,  GAS,  LC,  RA,  YAA 
Third  State.  1921. 

The  gable  end  of  the  church  house  is  brought  into  the  picture.  A door 
has  been  added  to  the  front  of  the  house,  and  the  window;  has  been 
much  enlarged,  and  the  whole,  including  the  buttress,  shaded.  The 
bank  between  the  churchyard  wall  and  the  pool  is  carefully  drawn  and 
modelled  in  light  and  shade.  Grass  and  moss  cover  part  of  tfie  foreground. 
The  level  grass  to  the  right  of  the  steps  is  broken  by  the  shady  bank  of  a 
brook,  which  appears  to  run  under  the  steps  and  into  the  pool ; a short 
parapet  protecting  the  steps,  and  two  steps  leading  out  and  down  be- 
low it  to  the  right  are  introduced . A step  has  been  added  to  the  flagged 
path.  The  leaded  roof  showing  above  the  clerestory  of  the  church  is  now 
grey  against  the  light  sky;  and  the  light  on  the  sunny  side  of  the  porch, 
and  on  the  coping  of  the  wall  and  of  the  buttresses,  is  reduced  by  shad 
ing.  Much  minute  work  has  been  added  generally.  Still  before  the  sky. 

Five  proofs. 

AO,  BPL,  FAC,  RNB 

Fourth  State. 

With  a sky  of  cirro-cumulus  clouds,  apparently  unfinished. 

Eight  proofs. 

AO,  BPL,  GAS,  NGC 

Fifth  State . 1922. 

The  sky  of  the  previous  state  has  been  erased  and  a new  one  etched  with 
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soft  cumulus  clouds  and  descending  rays  of  light,  between  the  cloud  banks 
is  a clear  space  of  sky  in  uuhich  is  an  ascending  lark . 

Eighteen  impressions. 

AO,  BM,  BMFA,  BPL,  FAC,  GAS,  PMA,  RA 

Sixtli  State. 

The  earlier  etched  signature  and  date  have  been  erased,  and  a new 
one,  F L Griggs  191 7-22,  etched.  Grass  now  fills  the  foreground  doujn  to 
tfie  lower  margin  except  for  a small  patch  in  the  right  corner. 

In  a fern  of  the  earlier  impressions  foreground  alterations  mere  not  com- 
pleted, so  that  among  them,  and  between  them  and  the  later  ones, 
there  are  several  differences,  fhe  work,  progressive  with  the  printing, 
is  chiefly  in  the  filling  in  of  the  foreground  between  the  stones,  but  oth- 
er minutiae  may  be  found;  and  all  impressions  of  this  state  are  ident- 
ifiable by  the  changed  signature  and  date.  The  cumulative  effect  is 
an  improvement  on  the  Fifth  State. 

Thirty-eight  impressions. 

AO,  BM,  BPL,  FAC,  GAS,  YAA 

The  Boston  Public  Library  owns  a unique  proof , taken  between  the  Fourrh 
and  Fifth  States,  in  which  fhe  first  sky  has  been  removed,  though  some 
traces  remain,  and  the  second  sky  has  not  yet  been  added. 

A pencil  and  wash  drawing  of  fhe  subject  is  in  the  Boston  Museum  of 
Fine  Arts. 


This  plate  was  finished  some  years  after  if  was  begun,  like  Maur's  Farm 
and  some  others,  and  the  changes  as  between  the  earlier  and  later 
states  were  something  of  the  same  kind  as  in  the  case  of  that  plate. 
The  completion  of  fhe  foreground,  and  its  many  additions  - the  brook, 
the  bank  of  the  pool,  mossy  stones,  and  sunlit  grass  among  them-  a 
growing  harmony  and  mystery  of  shadow  and  light ; and  in  the  last 
two  states,  the  softened  radiance  of  an  exceedingly  beautiful  sky,  inten- 
sifyalike  the  spirit  of  locality  and  the  dream  like  remoteness  which  char- 
acterise the  scene. 


92 


S6LL6N03R, 


-‘silences  of  ooonr 
In  pUrfr  no  one  know  s'  1. 


nUN^V^'  ' - 
..  "•  > . [J/'"* 


18  SELLENOER  I 


18  SELLENGER  IV 


18.  SELLENGER  VI 


19.  ST. BOTOLPH  S BRIDGE  NO. I 


First  State.  1917. 

With  margins  j in  the  lower  the  title,  ST.  BOTOLPH  S BRIDGE.  On  the  near  cut 
euater  is  a carved  inscription,  of  uuhich  the  part  seen  is  as  folloms  . 

nglis  suis  mandau  de  te  ut  custodi  te  in  omis  uiis  tuis  mamb  port- 
ab  te  ne  forte  dfidus  ad  lap  pedum  tuurn. 

Belom  this,  on  the  same  cutmater,  are  the  signature  and  date,  reversed, 
F.L.oRIGGS  1NV.  ET  DEE  MCMXVII  The  subject  is  incomplete  in  the  right 
lomcr  corner,  ichere  there  are  signs  of  erasure. 

Ten  proofs . 
b'/&  x5  '/8 

AO,  BM,  BPL,  DG 
Second  State. 

Without  margins  or  title.  Ihe  lines  of  distant  hills  shorn  through  the 
gatemay.  More  mork  lias  been  done  to  the  uuater  in  the  right-hand 
lorner  corner,  but  this  passage  is  still  incomplete. 

S13/^  x 4l5/i6 

Five  proofs 
BM 

Third  State. 

the  space  in  the  foundation  arch  is  note  filled  in  ujith  rocks  and  reflec- 
tions. Ripples  complete  the  hitherto  unfinished  part  of  the  river  The 
subject  is  noun  completed. 

Five  impressions. 

AO,  BM,  BPL 

Fourth  State. 

Part  of  the  plate  on  the  left  has  been  cut  off  (because  rhat  portion  mas 
not  printing  mell ),  and  a small  flight  of  birds  has  been  added  over  the 
trees  on  the  same  side.  Othermisc  this  state  is  similar  to  the  Third 

5l5/ic  x 47/ifc 

Fifty  impressions. 

AO,  BM,  BPL,  FAC,  GAS,  LC.NBMG,  NGC.RA,  RNB.VSA 


The  title  of  this  plate  comes  of  course  from  the  implied  dedication  of  the 
chapel  (which  mould  give  such  a bridge  its  name)  to  St  Botolph,  the  East 
Anglian  Benedictine  Abbot,  and  patron  of  travellers  in  the  Middle  Ages. 
The  scene  suggests  the  match  of  the  Churcft  over  the  doings  of  men ; and 
the  nature  of  travel  in  mediaeval  England  - slom  and  difficult  and  some 
times  dangerous  - through  a landscape  of  almost  unimaginable  beauty 
Stormy  seasons  mould  have  cast  the  stones  and  boulders  about  the  found- 
ations of  the  chapel  (perhaps  one  may  read  an  allegory  here),  and  Fiave 
inspired  some  pious  mason  to  the  roughly  cut  inscription,  the  llth  and  12th 
verses  of  the  91st  Psalm  . 


9b 


Quoniam  anqclis  suis  mandauir  dc  te  ut  custodiant  te  in  omnibus  uiis  tuis. 
Inmambus  portabunt  tene  forte  offcndas  ad  lapidcm  pedern  tuurn. 

for  he  sholl  give  his  angels  charge  over  thee,  to  keep  thee  in  all  thy  ways. 

Ihey  shall  bear  theeup  in  their  hands,  lest  thou  dash  tfiy  foot  against  a stone. 
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19.  ST.BOTOLPH'S  BRIDGE  NO.I  IV 


70.  STOKE  POGES 


First  State.  1918. 

Showing  a preliminary  biting  only,  and  that  in  apparently  hopeless  con- 
dition The  sky  is  not  etched.  In  the  lower  margin  are  the  title,  Stoke  Poges, 
on  the  right,  and  initials  and  date,  F.L.G.  1918,  on  the  left. 

4'/8  X 4"/l6 

Three  proofs. 

BPL  ’ 

Second  State. 

Ihe  sky  is  nouu  etched.  Still  with  title,  initials,  and  date.  Erasures,  burn- 
ishings,  and  new  work  indicate  the  first  stage  in  the  saving  of  the  plate. 
Seven  proofs. 

AO,  GAS,  NGC,  RA 

Third  State. 

The  title,  and  overbitten  lines  on  the  front  of  the  porch,  have  been  eras- 
ed. There  arc  other  clearances  of  overbitten  passages.  Elsewhere  the 
tones  and  lighting  have  been  improved. 

Two  proofs. 

Fourth  State. 

The  texture  of  the  porch  gable  has  been  re-etched . the  details  of  the 
porch  roof  are  now  indicated  in  greater  detail  Grass  grows  up  to  the  porch, 
replacing  a patch  of  sunlit  ground.  The  farthest  tombstones,  lighted  before, 
are  now  greyed.  Thesky  is  lighter. 

Five  proofs. 

AO,  BPL,  FAC 

Fifth  State. 

Without  initials  or  date.  There  are  many  new  touches  of  work  everywhere, 
harmomgng  the  general  effect.  The  chapel  behind  the  porch  is  darker; 
the  yew  tree  and  the  grass  in  shade  near  the  porch  arc  lighter.  The  sky  also 
is  still  lighter  than  before,  especially  the  glimmer  from  the  hidden  moon. 

Six  proofs. 

BPL,  DO,  PMA 

Sixth  State. 

The  lower  margin  has  been  cut  off,  and  the  sides  have  been  trimmed.  A 
streak  of  light  across  the  grass  in  front  of  the  porch,  by  the  tombstones 
there,  has  disappeared.  Much  minute  work  has  been  done  all  over  the 
plate,  apparently  with  the  burnisher  and  graver. 

33/4  x 45/8 

Twenty- two  impressions. 

AO,  BM,  BPL,  FAC,  GAS,  N'BMG,  YAA 
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A pen  5 ink  drawing  (1908)  of  the  subject,  from  the  same  viewpoint,  is  re- 
produced on  p.  252  in  Highways  X byways  in  Buckinghamshire. 


Ihe  subject  is  the  timbered  south  porch  of  the  church  of  St.  Giles,  Stoke  Poges, 
Buckinghamshire.  Ihe  scene,  however,  is  idealged,  and  its  present  trirn- 
ness  and  garishness,  and  busy  contest  for  notice  in  modem  tombstones  and 
ornaments,  is  ignored . Rather,  without  being  in  any  sense  an  illustration 
of  Gray's  Elegy,  does  it  conform  to  the  spirit  of  the  poem;  it  is  a tree- 
enclosed,  neglected  - but  by  no  means  desolate-spot,  far  from  the  mad- 
ding crowd)  leafy,  grassy,  mossy,  dewy,  and  shady;  in  the  religious  calm 
and  innocence  that  such  corners  of  England  once  knew.  On  one  irn - 
pression  is  written  in  pencil  by  the  artist  the  rejected  starga  : 

There  scattered  oft,  the  earliest  of  the  year, 

By  hands  unseen,  are  showers  of  violets  found  ; 

The  Redbreast  loves  to  build  and  warble  there, 

And  little  footsteps  lightly  punt  the  ground 


IOO 


20.  STOKE  POGES  VI 


21.  THE  MINSTER 


First  State.  1918. 

With  full  margins , below  is  the  following  inscription  : 

Tanquam  desiderio  carissimi  capitis, 

Hanc  imaqinem  delmeamus,  necnon  offerirnus 
In  piam  memoriam  laudabilis  numeri 
(DOVCE,  CLEMENT,  AVSTIN,  HAVTECTOR,  JOHN,  GABRIEL,  THOMAS) 
Monasterii  de  Osencyolim  camparum. 

Quorum  uoerbis,  pariter  canentibus, 

(Dum  pristina  fclicitas  sinebat) 

Longe  lateque  aether  gauisusest, 

O quam  suauifius.  Oquam  jocundis. 
lam  nunc,  eheu,  saeuicntc  diabolo, 

Silentium  meubat  maestiter  dejectis, 

Fama  autem  tantorum  et gloria, 

Adhuc,  et  in  semper,  nunquani  peritura, 

Resonat  et resonabit.  Alleluia. 

Distant  hills  beyond  the  parish  church  to  the  north  arc  faintly  indicated 
with  a sharp  needle,  but  not  bitten.  There  is  no  foreground.  Fhe  signat- 
ure and  date,  F.L. GRIGGS  IN  V.  ET  AQ : 1918,  are  ujithm  the  margin  at  the 

i ight-hand  corner. 

87/s  x 1E5/i6 

Seven  proofs. 

BPL 

Second  State. 

The  scratched  distance  is  erased  A few  too  heavily-bitten  passages  are 
reduced  in  strength. 

Fight  proofs. 

AO,  E>M,GAS,  RA 

Third  State. 

With  the  first  Foreground,  showing  the  partly  uncovered  foundations 
of  a building,  uuith  loose  stones,  some  of  them  in  water.  The  distance 
to  the  nortEi  is  now  etched. 

Eleven  proofs . 

AO,  BM,  BMFA,  BPL,  NGC 

Fourth  State . 

WitFiout  margins  or  inscription,  but  still  with  the  first  foreground. 

b7/S  X 9l5/l6 

thirteen  impressions. 

AO,  BPL,  FAC,  LC,  NBMG 

Fifth  State. 

The  foreground  erased,  leaving  a elear  space,  for  studies  for  a new  fore- 
ground 
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Four  proofs. 

BPL 


Sixth  State  1920. 

With  a new  foreground,  a cleavage  of  moat  like  form  in  rocky  ground, 
in  uuhich  water  stands,  njithout  masonry,  and  suggesting  shallow  quar- 
rying for  surface  stone. 

b"/l6  X 9'VlC 

Eleven  proofs. 

AO,  BPL,  GAS,  VXA 

Seventh  State  1924. 

While  in  preceding  states  the  towers  are  similarly  lighted,  in  this  state  the 
central  one  is  much  grey  er,  it  is  uuithout  the  white  spaces  of  sunlit  stone, 
all  of  which  are  now  panelled.  The  darkening  of  the  tower  throws  into  re- 
lief a small  turret  w hich  rises  from  a nearer  part  of  the  Minster.  The  end 
of  the  transept,  before  in  bright  sunlight,  is  now  in  shade.  Iwo  small  tow- 
ers at  theenaof  the  transept  have  been  cut  down  to  the  height  of  its  roof, 
and  the  nearer  one  is  revised  in  design . Two  figures  walking  between 
the  Minster  and  the  church,  as  well  as  the  wall  and  buttress  to  the  right 
of  the  two  nearer  figures,  have  been  erased.  The  space  between  the 
doorway  and  the  window  in  the  west  front  of  the  smaller  church  is 
filled  with  arcadmg.  Much  dry-point  work  has  been  added  to  the  dist- 
tancc  on  the  left,  and  a conical  hill- fop  now  shows  above  the  earlier 
hill-line  The  foreground  is  considerably  altered ; the  masses  and  planes 
are  more  distinct,  and  the  reflections  in  the  water  arc  much  darkened. 

These  are  the  chief  differences,  though  hardly  any  part  of  the  subject  has 
escaped  attention.  In  This  state  the  plate  is  at  its  best. 

Thirty-three  impressions. 

AIC,  AO,  BM,  BPL,  CMA,  FAC,  GAS,  PM  A,  RA,  RNB 

A pencil  drawing,  labelled  by  the  artist  The  Minster  in  Embryo,  is  in  the 
Boston  Public  Library;  a second,  much  nearer  to  the  etching,  is  in  the  Ash- 
molean  Museum  at  Oxford  , and  another  is  in  the  David  Gould  Collection. 


This  plate  is  dedicated  to  the  bells  of  the  demolished  Abbey  of  Oseney.and 
though  there  may  be  some  resemblances  in  it  to  what  is  known  of  that 
great  house  of  the  Austin  Canons,  it  is  not  intended  as  an  imaginative  re- 
storation It  is  a noble  and  uncompromising  conception  of  a large  and 
important  monastic  church  as  it  might  have  appeared  about  the  end  of 
the  fifteenth  century.  If  stands  solemnly  aloof  on  high  holy  ground',  with 
themarks  of  the  ages  upon  it;  instinct  with  the  veritable  life  and  spirit  of 
mediaeval  building  at  its  best,  its  several  features  no  doubt  to  be  read  and 
dated  with  exactness;  the  whole  group  something  like  an  epitome  of  such 
architecture  over  three  or  four  centuries.  As  a piece  of  engraving  and  draw- 
ing it  seems  to  be  worthy  of  a great  subject;  the  printing  is  very  clear  and 
clean,  allowing  the  linear  qualify  of  the  work,  however  delicate,  and  however 
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hidden  in  the  mystery  of  shade,  its  full  aharacter.  Ihe  plate  isone  of  two  of 
large  monast le  churches  dedicated  to  ancient  bells  of  vanished  abbeys 
whose  fame  surv  ives  in  history  and  tradition,  and  is  thus  echoed,  as  it 
were,  by  its  companion,  Anglia  Pcrdita.  It  might  well  compel  the  ruling 
thought  with  which  it  was  engraved,  and  to  which  the  artist  has  given  ex- 
pression in  his  inscription . 

As  by  one  mourning  the  dead  this  image  is  drawm 

And  offered  to  the  pious  memory  of  a praiseworthy  company 

Douce,  Clement,  Austin,  Hautector,  John,  Gabriel,  Thomas, 

Once  the  Abbey  bells  of  Oseney. 

Long  ago  in  happier  days  they  rang  there, - 
And  far  and  wide  the  air  rejoiced  with  their  voices, 

Singing  together  so  sweetly,  so  solemnly. 

Now,  alas,  the  Enemy  raging, 

Silence  falls  on  them,  so  sadly  cast  down : 

But  the  fame  and  the  glory  of  so  great  things, 

Undying,  now  and  forever 
Echoes  and  shall  re-echo.  Aileluha. 

There  was,  it  will  be  remembered,  a foint  re  echo'  of  this  fame  and  glory' 
in  the  indignation  of  Dr  Johnson  on  viewing  Oseney  ruins,  and  the  sweet- 
ness of  the  bells  is  recorded  in  many  lines  of  prose  and  verse,  and  re  - 
called  in  music.  In  this  plate  the  artist  said  thaT  he  was  reminded  of  a 
passage  in  Froude : It  has  all  gone , like  an  insubstantial  pageant,  faded; 
and  between  us  and  the  old  England  there  lies  a gulf  of  mystery  which 
the  prose  of  the  historian  will  never  adequately  bridge.  They  cannot 
come  to  us,  and  our  imagination  can  but  feebly  penetrate  to  them. 
Only  among  the  aisles  of  the  Cathedrals;  only  as  we  ga^e  upon  their  si- 
lent figures  sleeping  on  their  tombs,  some  faint  conception  floats  before 
us  of  what  these  men  were  when  they  were  alive,  and  perhaps  in  the 
sound  of  church  bells,  that  peculiar  creation  of  the  mediaeval  age,  which 
falls  upon  the  ear  like  an  echo  from  a vanished  world 

Of  this  plate  Ernest  Gimson  wrote  perceptively  to  Griggs  : The  Minster  is  oft- 
en taken  from  its  tissue  paper  to  win  praise  X it  always  gets  it.  If  the  Gothic 
Revival  had  been  half  as  convincing  as  your  etchings  it  would  have  gone 
deeper  into  the  people's  hearts.  They  be  grand  towers  X sure  enough  were 
this  the  15th  Cent,  you  would  be  King  s Mason  X I your  carpenter. 


104 


21.  THE  MINSTER  VI 


2!.  THE  MINSTER  VII 


11.  MORTMAIN 


First  State.  1918. 

With  lower  margin;  u/ithin  it  the  title,  MORTMAIN. 

SV's  xb3/fl 

Six  proofs. 

5 PL 

SecoruJ  Stute. 

\\  ithout  the  title.  A feuu  stone  markings  I rave  been  added  in  dry-point  on 
the  middle  gable.  The  tree  on  the  left  is  greyer;  the  cast  shadows  on  the 
house  are  much  softer,  and  there  is  more  light  on  the  budge. 

Six  proofs. 

AIC 

lhird  State. 

Without  the  lower  margin,  the  light  on  the  side  of  the  third  bay  from  the 
left,  which  had  the  effect  of  cutting  the  picturem  half,  has  been  filled  in 
with  an  extension  of  trie  shadow  thrown  by  the  second  bay  (from  the  left  . 
The  rwo  nearer  chimneys,  the  shadow  on  the  thatched  roof  of  the  house, 
and  the  gables  of  the  distant  barn  are  lightened.  This  is  the  l>est  state  of  this 
highly  wrought  plate. 

4 3/4  *6V8 

Forty  impressions. 

AO,  BMFA,  bPL  2(l  touched),  CM  A,  FAC,  FW.OAS,  LC,  NOC.VSA 
Fourth  state. 

Tms  sfiowis  clear  patches  where  rhe  following  erasures  were  made  riie  pop- 
lar; the  qable-rop  showing  above  the  roof  to  the  left  of  the  chimney  there, 
the  top  of  another  gable  ; a large  portion  in  the  center , and  the  buttress 
on  the  right  at  the  end  of  the  house,  these  erasures  were  in  preparation 
for  projected  alterations,  but  the  plate  was  spoilt  during  a re-biting,  arid 
cancelled  in  1922. 

Two  proofs,  printed  for  further  studies. 
bPL  touchedy 

It  might  be  easy  to  see  in  this  plate  something  like  Tennyson’s  picture  in  Mar- 
iana, of  the  moated  grange  of  St  Luke  s'  of  Measure  for  Measure,  and  to 
find  lines  in  the  poem  which  would  moreor  less  fit  the  scene-  the  'unlifted 
latch  ; the  blackened  water  : 

The  sparrows'  chirrup  on  the  roof ; 

...the  sound 

Which  to  the  wooing  wind  aloof 
the  poplars  made. . . 

the  hour 

When  the  thick-moted  sunbeam  lay 
Athwart  the  chambers,  and  the  day 
Was  sloping  toward  his  western  bower. 
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But  this  would  not  mean  much  beyond  an  allusion  to  the  pictorial  sense  of 
it:  the  title,  and  the  whole  haunted  air  of  the  scene,  mould  themselves  of 
course  suggest  more,  both  of  the  likely  history  and  the  artist  s definite 
idea  of  it : that  the  house  was  once  a monast  ic  grange  of  which  the 
church  mas  robbed  at  the  Dissolution;  that  though  somewhat  changed, 
and  enlarged,  by  later  additions,  nothing  could  make  it  habitable,  or  free 
it  of  rhe  Dead  Hand'  of  its  past  - a spiritual  Mortmain ; that  it  is  drawn 
as  Sir  Henry  Spelrnan,  mho  in  the  seventeenth  century  wrote  ThcHistor> 
and  Fate  of  Sacrilege,  might  have  seen  it,  and  interpreted  it:  a house  not 
yet  ruinous,  but  clearly  doomed  as  a habitation  under  the  curse  of  sac  n - 
lege;  for  he  that  buildeth  his  house  with  other  men’s  money  is  like  one 
that  gathereth  himself  stones  for  the  tomb  of  his  burial. 
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mortmain 


22.  MORTMAIN  I 


22.  MORTMAIN  IV  (touched) 


25.  EPIPHANY 


First  State.  1918. 

With  a wide  untrimmed  margin  on  the  right,  and  an  etched  line  where  the 
plutewas  to  be  cur.  before  alterations  and  corrections.  The  sigriarurc 
and  date,  EL. GRIGGS  I9I8S  1919,  reversed,  are  on  tire  snore  of  the  lorrer 
step  of  the  bridge. 

b X 4l5/i& 

Seven  proofs. 

AO 

Second  State  1919. 

The  outer  right-hand  margin  is  cut  off.  The  impressions  in  this  state  show 
gradual  changes  in  the  following  directions:  the  radiating  light  from  the 
large  star  becomes  more  evenly  gradated,  and  is  finally  more  markedly 
of  cross -like  form;  the  sky  becomes  more  evenly  dark,  showing  the  cross 
and  the  budge,  the  ruined  cottages  and  the  distant  wintry  trees  in  strong- 
er relief , all  the  latter  become  lighter,  but  the  under  side  of  the  bridge 
is  darkened.  These  changes  are  not  specially  distinguishable  in  them- 
selves, but  they  effected  a great  improvement  in  the  plate.  The  best 
impressions  are  the  later  ones. 

6%  x 4 Vi  6 

Ninety -three  impressions. 

AO,  B M (.inscribed  by  F.L.G.  Fourth  State  ),  BPL,  FAC,  FW,  GAS,  LC,  NBMG,  PMA, 
RA,  RNB.V5A 

Of  the  total  of  IOO  prints  all  except  the  last  21  (among  which  are  the  finest 
impressions,  and  which  are  on  ivory -coloured  paper)  are  on  a variety  of 
old  greenish  papers. 

There  are  six  small  composition  studies  in  pencil  of  the  subicct  in  the  Bos- 
ton Public  Library. 


this  plate  was  not  published,  but  was  done  for  presentation  to  friends 
on  the  occasion  of  peace  after  World  War  I.  The  subject  is  allegorical. 

The  inscription  is  the  first  and  second  antiphons  from  the  First  Vespers  of 
Christmas  in  the  Roman  Breviary : The  King  of  Peace,  whom  the  whole 
world  dcsireth  to  sec,  hath  show  n His  greatness : the  King  of  Peace  hath 
shown  Hisgreatness  abovcall  the  kings  of  the  ujhole  earth . 
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23.  EPIPHANY  II 


24.  TO T7 ERNE  INN 


First  State.  1919. 

With  margins;  in  the  lower  one  the  title,  TOTTERNE  INN,  and  (under  the 
cross]  the  signature  and  date,  F.L. Griggs  1919. 

4ll/i6x6'Vife 

Four  proofs. 

AO,  BPL 

Second  State. 

The  lower  margin  is  reduced  by  cutting  off  the  title . The  plate  has  been  re- 
bitten  in  parts.  Sail  with  thesignature. 

3i3/lfc  X b'Vlfc 

One  proof 
GAS 

ihird  State. 

The  signature  erased.  A little  work  has  been  added  to  tire  sky,  in  the  light- 
est part  on  the  right,  and  a cloud  shape  on  the  left  is  more  clearly  defin- 
ed. The  sky  is  much  lighter  than  before.  Much  minute  work  has  been 
done  all  over  the  plate,  and  the  result  is  truer  tone  and  better  definition. 
Five  proofs. 

BPL,  GAS,  PMA,  VXA 

Fourth  State. 

Inscribed  in  the  lower  margin,  I Vs  inches  from  the  left : 

To  Philip  Mernman 

There  is  more  work  in  the  foreground  and  the  ruts  of  the  road  , and  some 
shading  has  been  added  to  the  middle  gable  of  the  roadside  houses  which 
are  in  sunlight  The  windows  and  porch  of  the  shady  side  of  the  Inn  are 
darkened, and  the  form  of  the  ivy  on  these  buildings  is  moreclearly  shown. 
The  trees  have  been  darkened  and  strengthened.  Some  foul-biting  ap- 
pears in  the  sky  to  the  right. 

Nineteen  impressions. 

AO,  BPL,  FAC 

Fifth  state. 

The  dedication,  To  Philip  Merriman,  has  been  erased  and  re-etched  in 
smaller  letters  nearer  the  center,  I V&  inches  from  the  left  margin.  A light 
streak  in  the  sky  runs  behind  the  fleche  of  the  tower;  and  the  foully- 
bitten  lines  in  the  sk>  to  the  right  have  been  removed  The  cart-ruts  in 
the  foreground  are  stronger.  As  a whole,  contrasts  in  the  tones  are  less 
pronounced  than  in  the  Fourth  State,  and  the  light  is  brighter  and  more 
diffused . 

Five  proofs. 

BPL,  LC 
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Sixth  State.  1922 

Without  margins  or  dedication.  In  this  state  the  last  traces  of  mhite  pa- 
perin  the  light  streak  in  the  road  to  the  left  have  disappeared  Attempts 
at  correcting  the  biting  in  theshadoiued  buildings  on  the  left  seem  to  have 
succeeded;  and  the  plate  is  at  its  best  in  this  state,  but  it  icas  accidentally 
ruined. 

3 5/ifc  x 67/ifc 
Tmo  proofs. 

AO 

The  plate  had  an  unfortunatehisfory ; the  First  State  mas  over  bitten,  and  the 
later  states  represent  ehiefly  efforts  to  correct  this.  In  June  of  1922  the  artist 
mrotc-.  Poor  Tottcrne  is  a ghost  reduced  by  myself  mith  a viem  to  a thorough 
reinvigoration  presently-perhaps  it  can  be  given  nem  life,  but  he  looks  in 
extremis.' 


Therecan  scarcely  be  a sadder  thing  in  England  than  a decaying  village, 
its  old  life  ceasing  or  almost  ceased;  its  people  dmindled  to  a listless  fern, 
and  those  no  longer  doing  the  immemorial  mork  of  their  forefathers  -or 
enjoying  their  immemorial  pleasures , its  houses,  inns,  and  barn?  silent 
and  railing  to  ruin,  or  ending,  as  so  often  today,  mith  an  even  morse  fate. 
In  this  plate  the  artist  has  not  shrunk  from  the  sadness  of  such  a theme, 
though  he  has  ignored  its  modern  horrors : his  village,  rhough  the  pur- 
poses of  itsbuildings  havechanged,  and  old  useshave  passed -the brok- 
en cross  in  the  deserted  road  (no  village  murmurthere!)  might  symbolic 
that-  is  yet  beautiful,  though  fallen  on  evil  days.  Appropriately  enough, 
the  plate  is  dedicated  to  a Cotsmold  labourer,  Philip  Merriman,  mho  at 
eighty-four  years  of  age  mas  a man  in  mhom  survived  much  to  m hich  in  this 
plate  remembrance  makes,  mith  all  her  busy  train  He  ujasfull  of  memories 
of  the  old  tomn  in  mhich  he  lived,  Campden,  Gloucestershire,  and  sang 
folk  songs  at  an  inn  During  his  long  life  he  mould  have  seen  such  changes 
as  Tottcrne  Inn  so  poignantly  brings  home  to  all  mho  care  for  the  Eng 
lish  country  and  its  life.  The  several  features  of  the  engraved  scene  might 
have  been  suggested  by  places  in  Hertfordshire,  and  its  title  mas  borromed 
from  Totternhoe,  in  Bedfordshire. 
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24.  TOTTERNE  INN  V 


25.  PALACE  FARM 


First  State.  1920. 

the  nearest  loosestone  in  the  left  hand  Foreground  is  white,  and  there  is  a 
patch  of  refute  ground  amid  the  grass  near  it.  in  the  foreground  of  the 
courtyard  are  many  blank  spaces,  one  of  which  divides  the  paving  on 
the  rig  Fit . The  tower  is  dark  grey,  against  which  the  high  roof  is  scarce- 
ly relieved.  Ihe  tones  generally  are  someithaf  flat,  as  is  natural  in  a first 
biting.  On  the  gateway  turret  is  theshattof  a broken  weather  vane.  In 
the  right  hand  foreground,  in  minute  and  almost  indecipherable  char 
actcrs,  are  the  signature  and  date,  F.L.ORIOOS  INV.  ETAQ.MCMXTII  ET 
MCMXX. 

Six  proofs. 

AO,  BPL  VXA 

Second  State.  1921. 

Ihe  near  loose  stone  referred  to  is  now  darkened,  and  the  uuhite  opening  in 
the  grass  near  it  is  filled  in  Fhe  glaring  of  the  oriel  window  and  the  order 
traecried  windows  to  the  left  or  it  is  darkened.  Ihe  shadows  of  the  eaves 
right  aeross  the  buildings  are  nom  distinctly  darker  than  the  roofs,  [fie 
tower  is  greyer  and  throws  into  relief  the  roofs  in  front  of  it.  The  masses  of 
ivy  and  moss  on  the  roofs  arc  better  modelled, 
fifty-five  impressions . 

AIC  (touched),  AO,  BM,  BPL,  CM  A,  FAC,  GAS,  LC,  NGC,  PMA 
Ihird  State.  1922. 

Ihe  weather  vane  shaft  above  the  turret  is  erased.  Thegrass  now  extends 
from  the  left  foreground  across  the  mhole  plate,  darkl\  filling  in  fhe  space 
formerly  left  a bite. 

During  the  printing  of  these  impressions  at  intervals  the  plate  underwent  grad 
ual  changes,  so  gradual  as  to  make  any  separaf  ion  of  them  info  distinct 
states  difficult  and  unnecessary.  As  between  rhe  earlier  arid  the  later  im- 
pressions they  may  generally  be  described  as  follows : thechureh  tower  be- 
comes lighter,  and  also  the  roofs,  while  fheqrowths  on  the  latter  and  the  shad- 
ows they  cast  grow  sharper  and  darker  The  thatch  becomes  furrowed  as 
with  age  The  walls  generally  become  lighter,  and  the  window-glaring 
(Tarker.  fhe  patches  of  grass  alternating  with  pax  mg  stones  in  the  court- 
yard are  more  precisely  drawn  and  darker  , this  is  most  noticeable  in  the 
left  half  of  the  foreground . In  the  earlier  impressions  two  birds  fly  above 
the  chimney  stack,  and  in  the  later  seven  above  fhe  chimney  and  the  tower. 
Twenty-nine  impressions. 

AO  (2:2  birds  and  7 birds),  BPL,  FAC,  GAS,  PMA,  RA,  RNB 

The  cancelled  copper  plate  is  in  the  National  Gallery  of  Canada,  Ottawa. 


Tins  is  the  first  of  three  plates  which  were  tleveloped  from  earlier  ones  they 
are  not  merely  later  versions,  as  changes  really  made  new  subjects  of  them. 


As  m the  case  of  Linn  bridge,  the  present  plate  teas  taken  up  as  long  as  seven 
years  after  its  original,  Minsdcn  Episcopi,  mas  finished,  and  though,  unlike 
the  others,  it  retained  its  old  sge,  the  alterations  mere  even  more  drastic; 
from  something  like  an  improvisation  to  a re  meditated  and  highly  finished 
mark,  realiz  ing  by  fullness  of  draining  and  harmony  of  tone  the  sentiment 
and  picturesque  beauty  of  an  ancient  historical  building,  crumbling  yet 
rich  mith  the  'golden  stain  of  time . Naturally  in  such  a reconsideration  and 
completion  the  original  sentiment  is  deepened,  imagination  might  hear  in 
empf\  halls  and  chambers  the  rare  echoes  of  infrequent  footsteps,  and  re- 
flect that  here  is  such  a building  as  Ruskm  might  have  had  in  mind  in  The 
Lamp  of  Memory-,  (hat  its  glory  is  in  its  age  and  that  sense  of  voiceful- 
ness.  rrfiich  me  feel  in  malls  that  have  long  been  mashed  by  the  passing 
moves  of  humanity  '. 
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2b.  PALACE  FARM  111 


26.  THE  BARBICAN 


First  State.  1920. 

With  a cresset.  Ihe  earlier  signature, F.L.G.  1910,  in  reverse,  remains,  damaged, 
and  a nea1  one,  F.L. GRIGGS  1916-1920,  is  added  on  theloiuest  stone  ot  the 
steps  in  the  foreground. 

b7ifo  x 67/& 

Thirty  impressions,  most  of  them  on  green  or  grey  green  paper. 

AO,  BM,  BPL,  FAC,  GAS,  LC,  NGC,  RNB 

Second  State. 

V\  ithout  the  cresset.  The  farthest  turret  of  the  gateway  is  widened  to  the 
left  margin  Ihe  center  single  loup  of  three  above  the  gateway  is  nouu 
tripled  and  various  heraldic  shields  are  added.  The  stonework  above  the 
outer  arch  of  the  gateuuay,  and  some  of  the  mouldings  of  both  arches, 
are  darkened,  there  is  reflected  light  on  the  vaulting  within . The  light  on 
the  near  cutmater  of  the  barbican  is  reduced;  and  the  arches  arid  re- 
flections uredarkened.  Work  has  been  added  to  the  plate  generally. 
Several  proofs. 

AO,  BPL,  FAC,  GAS 

Third  State. 

W ith  a necu  cresset  of  different  form,  taller  and  narrow,  and  cuith  a faint 
uuisp  of  smoke  using  from  its  embers.  Three  rraitors’  heads  are  impaled  a- 
bove  the  battlements  over  the  great  gateway  Some  long  horizontal  lines 
have  been  added  in  ihe  sky  at  the  upper  left.  Theshadows  of  the  tuuormddle 
arches  of  the  bridge  arestrengfhened.  A streak  of  reflected  lightacross  the 
mater  is  extended  to  the  left.  There  is  much  neiu  shading  in  the  foreground : 
on  the  two  left  most  planks,  which  uuere  previously  almost  bare  of  shading, 
and  on  the  large  flat  stone,  ujhich  mas  also  very  lightly  shaded,  and  on  the 
left  most  upright  post. 

Twenty  nine  impressions. 

AIC,  AO,  BM,  BPL,  FAC,  GAS,  PM  A,  RA.VXA 


This  plate  is  that  of  the  earlier  The  Cresset,  from  which  portions  of  The  etch 
mg  on  cither  side  have  been  cut  auuay.  the  mhole  has  been  enriched  and 
strengthened  and  there  is  nem  mark  over  the  entire  plate. 
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26.  THE.  BARBICAN  III 


27.  ST.WENDRED'5,  MARCH 


First  State.  1921. 

Ihe  right-hand  margin  is  wider  than  the  others;  in  it  is  inscribed  in  dry-point: 
To  W.  J, N. Millard 

Ihe  initials  and  date,  F L O.  1921,  are  on  the  south  east  buttress  of  the  porch, 
before  the  pavement,  and  uuith  little  other  etched  uuork  in  the  Foreground. 
9 3/8  X 67/8 
Six  proofs. 

&M,  FT  A 

Second  State.  1922 . 

The  top  and  side  margins  are  now  reduced,  and  are  of  equal  width.  Without 
the  inscription,  the  belfry  window  openings  above  the  louvre-boards  arc 
darkened.  The  grass  in  the  foreground  is  continued  to  the  lower  margin,  and 
the  pavement  is  now  etched . 

9'A  x 574 

Sixty- three  impressions. 

AIC,  AO  2 (l  touched),  BM,  BM FA,  BPL,  CMA,  FAC,  GAS,  LC,  NGC,  PMA  RA,  R\B, 
VXA 

The  touched  proof  of  the  Second  State,  in  fheArthur  Mitchell  Collection,  Ash- 
molean  Museum,  Oxford,  shows  a further  development  of  the  plate  which 
was  never  carried  out.  Notably,  there  arebcautiful  poplar  trees  to  the  left  of 
the  tower. 


The  church,  thatof  Saint  Wcndred,  at  March,  in  the  Cambridgeshire  fens,  is 
of  remarkable  refinement  of  design  and  workmanship,  and  one  of  the  most 
beautiful  of  East  Anglian  parish  churches.  Its  dedication,  which  is  unique, 
is  to  the  Cambridgeshire  Saint  whose  body  is  said  to  have  been  translated 
in  the  fourteenth  century  to  the  church  of  55.  John  Baptist  and  Pandiana,  at 
Eltisley,  five  miles  from  St.  Neots.  The  original  church  was  built  in  I3T6,  and 
partly  rebuilt  about  1528,  when  the  aisles  and  porch  were  added  The 
lofty  fourteenth  century  tower  is  built  upon  open  arches  over  a passage 
partly  seen  in  the  etching -from  south  to  north.  The  etching,  as  such, might 
well  be  an  engraver's  tribute  to  the  dignity  and  delicate  beauty  of  an  ad- 
mirable piece  of  builders'  and  masons'  work,  reflected  in  an  exquisite  linear 
interpretion  of  their  craf  t at  its  best.  Campbell  Dodgson  wrote  of  this  plate 
that  in  his  considered  opinion  it  gives  the  finest  rendering  of  lead,  stone, 
and  iron,  that  mortal  ever  etched  ' 
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28  ANGLIA  PERDITA 


First  State.  1921 

There  is  no  etched  signature  or  date  in  any  state.  The  upper  half  of  the  subject  only 
is  etched,  and  that  in  an  unfinished  state.  There  are  faint  drypoint  outlines  of  an 
intended  completion(uuhich  was  notadhered  to)  of  the  louuer  half.  The  bell-cote 
contains  no  bell . Two  flyinq  buttresses  on  the  left  are  not  yet  etched.  There  are  the 
follouuinq  inscriptions: 

Above  the  top  margin-line : 

LAVDO  DEVM  VERVM  FVNERA  PLANGO 
PLEBEMVOCO  FVLGERA  FRANCO 

CONGREGO  CLERVM  SABBATAPANGO 


DEEVNCTOS  PLORO  EXCITO  LENTOS 

PESTEM  FVGO  DISSIPO  VENTOS 

FESTADECORO  PACO  CRVENTOS 

Below  the  bottom  margin  line : 

IN  PIAM  MEMORIAM  CAMPANARVM  MONASTERII  DE  CROYLAND, 

BEGA, PEGA.TVRKETYL.TATWYN.BETLYN, BARTHOLOMEW,  GVTHLAC, 

OLIM  TAM  CLARARVMOLIM  TAM  CARARVM,  QVAE  SANCTORVM  PATRINORVM 
PRAECONIA  REBOANTES.ET.CVM  ILLIS,  AETERNI  REGIS  VEXILLATIO,  INTER  AQVA- 
RVM  INVIA,  INTER  VOLVCRVM  CLANGORES  PALV5TRIVM,  DVLCIOREM,  PER  TOT 
ANNOS,  EDEBANT  VOCEM,  CRVCIFIXI  GLORIAM  PREDICANTE5. 

Beneath  this,  on  the  right,  in  faint  drypoint  is: 

Nina  XMaurprintcd  this-St  Etheldritha,  1921. 

9 % x TU 
Six  proofs. 

AO,  BPL.GAS 


Second  State 

The  inscriptions  remain,  though  the  drypoint  notehas  been  erased.  The  bell-cote 
isnoujfimshed.andabell  hangs  in  it.  The  two/lyinq  buttresses  on  theleft  are  also 
completed . The  windows  of  the  clerestories  east  and  west  of  the  transept  are  dark- 
ened, or  filled  in,  as  with  glass;  and  the  transept  windows  arealso  darkened.  The 
outlines  of  buildings  in  the  lower  half  of  the  subject  are  much  fainter  than  before. 
There  arc  numerous  minorchanges.  The  subject  is  still  incomplete. 

Eleven  proofs,  printed  in  response  to  requests  for  impressions  before  removal  of 

the  lettering 

AO,  BM,  BPL,  DG.GAS 

Third  State. 

The  lettering  above  and  below  the  subject  has  been  erased . Seven  birds  appear  on 
the  second  from  theleft  of  the  foreground  roofs.  There  is  horizontal  shading  on  the 
gable  at  the  end  of  the  roof  to  the  left  of  the  bell-cote,  and  additional  shading 
on  several  buttresses. 

Several  proofs,  taken  for  the  purpose  of  further  studies. 

AO  (touched),  BM,  BM  FA (2  touched) 
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Fourth  State.  1925. 

The  subject  is  nouj  completed  down  to  the  lower  margin.  The  toreground 
buildings  aith  footbridge  and  tree  figures  are  etched.  There  are  five  wind 
oic-openings  in  the  gable -end  of  the  nearest  building  on  the  right.  The 
seven  birds  have  been  removed,  and  true  birds,  shaded,  fl>  across  the 
util  I to  the  right  of  the  central  arch.  There  is  more  shading  on  ffie  but- 
tresses in  the  center.  The  line  enclosing  the  subject  now  measures  9 '/ic. x 65/;c>. 
Fifteen  impressions. 

AO  (touched),  BM,  BMFA,  BPL,  DO,  FAC,  GAS,  LC,  PM  A 
Fifth  State. 

There  is  nouj  part  of  an  arcade  of  Norman  arches  in  place  of  tfie  blank  wall 
in  the  courtyard.  The  turret  at  the  angle  of  the  transept  has  been  carried  up 
a farther  stage,  and  is  nouj  a little  higher  than  tfie  transept  parapet.  There 
are  doves  on  the  roofs  of  the  monastic  buildings  and  a flight  of  birds  over  the 
church  on  the  left.  The  tujo  birds  are  gone;  and  two  others  are  now  shown, 
white,  against  the  shaded  recess  of  the  arcade  the  openings  in  the  gable- 
end  of  the  nearest  building  ori  the  right  have  been  erased.  On  the  nearer 
tower  is  a cresset.  The  farther  tower,  the  roof  of  theapse,  the  trees,  the 
windows  of  tfie  near  building  on  the  left,  the  wall,  the  bank  of  tfie  stream, 
and  some  of  the  timbers  of  the  budge  are  darkened.  The  plate  has  been 
generally  worked  over,  resulting  in  a more  harmonious  effect. 

Fifty  impressions. 

AO,  BPL,  FAC,GAS,  LR , RA,  RNB 

An  impression  from  the  cancelled  plate  is  in  fhe  Ashmolean  Musem, Oxford 
In  the  Arthur  Mitchell  Collection  at  the  Ashmolean  there  is  an  impression 
similar  to  those  of  the  Fourth  State,  except  that  Two  stones  in  the  river, 

2 inches  from  the  right  border,  have  not  yet  been  made  into  three.  Three 
draw  mgs  of  the  subject  ure  also  in  the  Mitchell  Collection 


this  plate  was  the  first  to  be  entirely  printed  on  the  artist  s press  newly  set  up 
m his  house  at  Campden,  and  the  dry-point  inscription  of  the  First  State  re 
fers  to  This.  It  is  the  second  of  two  plates  already  referred  toas  being  dedi- 
cated to  fhe  bells  of  once-existing  English  rnonasticchurches  - in  rhis  ease 
those  of  Croylarid  Abbey.  Like  that  of  The  Minster  the  design  is  in  no  sense 
a restoration,  but  a conception  of  a great  church  as  it  might  have  appear- 
ed not  long  before  henry  V Ill's  demolitions  began  or  afterwards  if  archi 
tectural  development  had  proceeded  more  naturally  than  it  did  The  in- 
scription at  the  top  of  the  plate  is  taken  from  the  well  known  mediaeval 
Latin  hexameters.  The  artist's  dedication  is  in  English  as  follows : 

In  pious  memory  of  the  bells  of  the  Abbey  of  Croyland  -Bega,  Pega, 
Turketyl,  Tatwyn, Bethlin,  Bartholomew),  Guthlac-once  sorcriowned, 
once  so  well-loved,  which,  like  unto  their  holy  sponsors,  heralds  of  fhe 
Eternal  King,  amid  the  watery  wastes,  amongst  the  cries  of  the  marsh 
fowl,  for  so  many  years  so  sweetly  prodaimed  the  glory  of  the  Crucified. 
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The  bells  of  Croylund  mere  named  offer  founders,  restorers,  and  others  con- 
nected cult h them,  and  the  saints  of  its  dedication,  St.Bartholomcw  and  St. 
Guthlac  (A. D.  673-715).  the  latter,  of  the  Royal  House  of  Mercia,  originallyarriv- 
ed  at  the  place  amid  the  remote  fens- then  and  for  centuries  aftermards  sur- 
rounded by  far-stretching  marshes -on  St.  Bartholomew's  Day.  Turketyl,  cous- 
in and  Chancellor  to  King  Edred,  became  Abbot,  and  made  a great  bell,  mhich 
he  named  Guthlac.  The  seventh  Abbot,  Egelric,  successor  to  Turketyl,  added 
six  more,  tmo  large  ones,  Bartholomew  and  Bethlin  (Guthlac's  clerk),  two 
middle  ones,  Turketyl  and  Tatmyn  (the  latter  Guthlac's  guide),  and  tmo  small 
ones,  Pega  and  Beqa,  the  former  the  sister  of  Guthlac,  and  from  whom  Pea- 
kirk  takes  its  name.  Bega  is  the  St.  Bee  of  the  north. 

Ihepraiseof  thebellsm  the  Chronicle  of  Inqulph  (Abbot  at  the  timeofafirc 
in  1091 ) - nec  erat  tunc  tanta  consonantia  carnpanarum  in  tofa  Anglia  - 
will  be  remembered ; and  also  Stukelcy's:  Far  over  the  wide  fens  echoed 
their  melodious  sound '.  'Sweet  as  Croyland’s  bells'  mas  a proverb.  After 
the  fire  of  1091,  which  destroyed  church  and  bells,  two  small  ones  were 
given  to  the  Abbey  by  Feargus  the  coppersmith  of  St.botulf  's  town . 


Harold  Wright  commented:  In  1925  the  lettering  above  and  below  the  sub- 
ject was  removed,  that  one's  whole  attention  might  be  directed  to  the  sub- 
ject itself,  now  completed.  One  cannot  but  regret  the  passing  of  the  lovely 
lettering.  Many  of  us  well  remember  discussing  with  the  artist,  at  various 
times  after  the  plate  firstappeared,  how  the  lower  half  might  be  complet- 
ed, and  when  eventually  thebrain-wave  came  to  complete  it  as  he  has  done, 
the  plate  mas  at  once  acclaimed  a masterpiece.  Had  the  artist  never  etched 
another  plate,  his  reputation  would  rest  secure  upon  Anglia  Perdita.  To  him 
it  was  certainly  oneof  his  proudest  achievements.' 

In  february  of  1925  Griggs  wrote  to  G F.Sandiford:  I am  sorry  you  are  disap- 
pointed with  "Ex  Anglia  Perdita,'  in  its  present  [Fourth]  state,  but  am  not  sur- 
prised. It  has  divided  those  who  care  for  my  work  sharply  into  opposing 
camps.  The  one  side  accept  it  with  more  enthusiasm  than  I dared  hope  for, 
and  the  others  all  think  it  somehow  wrong,  and  tell  me  horn  they  would 
mend  matters , I am  apart  from  cither,  and,  to  say  truth,  am  very  obstinate, 
and  never  touch  a plate  except  after  a "pnvateconversation"  with  it,  and 
in  forgetfulness  of  all  criticism.  He  who  builds  according  to  everyman's 
advice  will  have  a crooked  house."  Of  course,  all  the  same,  it  is  inter- 
esting ro  have  many  different  views.  The  plate  is  going  to  be  altered.' 

The  alterations  mere  effected  and  arc  evident  in  the  final  state,  there  is  no  doubt 
that  the  whole  is  substantially  improved.  The  progress  of  this  magnificent 
plate,  from  the  first  drawings  to  its  final  completion,  may  be  studied  in  the 
reproductions. 

Three  of  the  letters  from  the  artist  to  Russell  Alexander  speak  of  these  matters: 

' 29  Nov:  1924  HEX  hanglier  perdita  and  I have  got  to  grips.  I put  it  to  it  that 
we  had  messed  about  long  enough,  X that  I was  a going  to  stand  no  more 
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of  its  nonsense  X old  jaw",  and  really  it  s been  better  behaved  since.  If  all 
goes  well  with  it  you  should  be  able  to  hear  the  bells  - Turketyl  X his  friends. 

I almost  can  - rather  too  far  off  at  present.' 

15  Dec:  1924.  This  isonly  to  say  thatlgavc  ExAnglia  Perdita  a hot  bath  yester- 
day -Nitric  that  bubbled  X steamed  X "got  on  with  it"  and  a hasty  proof  after- 
wards revealed  that  I had  broken  the  back  of  its  obstinacy . It  now  looks  pro- 
mising, and  I don't  think  it  canevade  me  If  has  scores  of  faults,  of  course. 
Everyone  will  say  there's  no  aerial  perspective  (Samuel  Palmer  says  there 
is  none  in  the  "Valley  of  Vision-or  rather  that  Luc  re  not  troubled  by  it), 
but  forall  its  faults  itainta  bad  bitof  Old  England.  Theres  a monk  feeding 
a pigeon  ("house-dove",  please!)  from  his  hand,  and  as  the  house  is  Bene- 
dictine the  monk  and  the  pigeon  are  friends  in  their  motto.  There's  a little 
mill  bell,  and  then  a larger  domestic  bell  in  a turret,  and  beyond  are  the 
big  towers,  where  now  I can  hear  the  bia  solemn  Signa  being  raised,  and 
making  one  tremble  with  awe.  I think  it  must  be  for  the  last  conventual  High 
Mass  there.  Yes,  the  monk  is  saying  goodbye  to  his  house-doves.' 
b Jan:  1925.  Your  most  kind  words  about  Ex  Anglia  Perdita  have  cheered  me. 
People  either  like  it  a lot,  or  feel  \ery  critical  about  it.  Against  your,  and  Nina's, 
and  Chandler's,  and  Navarro's  enthusiasm  (each  thinking  it  my  best  plate) 
can  be  put  Short's  declaration  that  it  is  the  first  of  my  plates  to  move  him  to 
criticism,  and  he's  very  critical  of  the  composition.  So  I'm  the  more  grateful  to 
you.  I ve  tried  to  see  it  with  Short  s eyes,  and  really  cannot.  And  (vanity,  I sup- 
pose) I do  believe  he's  wrong  for  once.' 
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28  ANGLIA  PERDITA  I 


28  ANGLIA  PERDITA  IV 


28.  ANGLIA  PERDITA  V 


29.  LINN  BRIDGE 

lhe  subject  is  the  central  part  of  lhe  Pool,  with  alterations  and  additions, 
first  State.  1922. 

The  chapel  roofs  have  been  re -etched  at  a lower  pitch  and  the  bell- cote  now 
rises  from  therniddleof  thenearer  roof.  The  pinnacles  are  differently  redrawn. 
The  second  tower  is  to  the  left  and  beyond  the  first  one,  which  is  now  sur- 
mounted by  aflcche.  The  new  porch  has  a battlemented  parapet  and  entrances 
from  two  sides;  over  the  front  one  is  a niche  containing  a statue  of  a saint.  The 
trees  arefurther  extended  to  the  left  above  the  chapel  and  to  the  right  behind 
the  diimneys  and  roofs  of  the  houses.  On  the  extreme  right  isthe  distant  view 
of  a town  lhe  two  large  birds  to  the  left  of  those  above  the  trees  have  been  eras- 
ed. The  pointed  oval  or  vesica  shaped  window  in  the  near  gable  of  the  chapel 
is  not  yet  etched.  Onthe  river-bank  on  theleftarethcimtials  and  date, F L O. 
19151922. 
b5/ifex5  3/ifc 
Four  proofs. 

AO,  BPL 

Second  State. 

The  pointed  oval  window  in  the  near  gable  of  the  chapel  is  now  etched  There 
is  much  new  u;ork  on  the  chapel,  and  the  trees  above  the  roofs  are  enriched 
and  darkened.  Thereisa  bird  on  the  post  standing  in  the  water.  On  one  of 
the  courses  of  the  near  cutwater  is  some  almost  indecipherable  lettering. 
Eight  proofs. 

AIC,  AO 

Third  State. 

The  window  in  the  near  gable  of  the  chapel,  and  all  other  windows,  are  now 
darkened  with  lines  of  glaring. 

Forty  impressions. 

AO,  BM,  BPL,  FAC,  GAS,  LC,  NBMG,  NGC,  PMA,  RNB,  VXA 
Fourth  State. 

At  the  top  of  the  plate  is  the  following  faint  drypoint  inscription  in  small  cap 
itals:  TO  JOHN  CEOLFRID  IN  THE  HAPPY  TIMEOF  HIS  BIRTH  ON  THE  FEAST  OF 
HIS  PATRON  SAINT  CEOLFRID  ABBOT  A. D.  MCMXXII. 

Nine  proofs. 

AO,  BPL,  FAC,  PMA 

Further  work  on  the  plate  was  contemplated  for  its  final  state  but  was  never 
carried  out. 


As  with  The  Barbican,  this  subject  gains  much  in  concentration  by  the  cutting 
off  of  the  sides  and  the  change  in  composition.  In  the  quality  of  its  mediaev- 
al essence  it  compares  with  The  Quay  and  Potters  Bow.  The  alteration  of  shape, 
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the  considerable  enrichments,  as  iuell  as  the  additions,  made  the  plate  so  dif- 
ferent in  aspect  and  quality  that  it  demanded  a nem  name.  Ihe  tiile,  presum 
ably,  mould  refer  to  the  pool  of  fhe  river. 


Iheartistcommented.ina  letter  to  Russell  Alexander:  'Nov.AOth,  1922  I fiave 
been,  X am  tins  morning  again,  busy  on  final  touches  toLmn  Bridge.  It  has 
gone  on  getting  further  X further  from  the  Salomon -McBey  notions  of 
ruhat  etchings  should  be,  but  it  has  become  more  X more  fhe  sort  of  place 
I should  like  to  see;  5 olsomoreXmore,  I hope,  the  sortof  "u;ork  of  art'  that 
you  and  old  S.P.  mould  like.  I find  myself  so  keen  to  realise  fhe  last  shade 
of  feeling  on  the  copper  that  I've  ceased  to  care  horn  the  effect  is  obtained, 
except  that  I won't  use  artificial  tone.' 
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29.  LINN  BRIDGE  IV 


50.  LANEHAM 


Fust  State  1923. 

Before  the  paving  stones  were  etched,  or  masonry  indicated  on  the  mall  a- 
bove  the  porch.  The  grass  is  only  partly  etched.  The  features  of  the  figure  are 
not  yet  added.  There  isa  lower  margin,  2 inches  deep,  without  lettering. 

77/ife  x 37/ifc 

Two  proofs. 

AO 


Second  State. 

The  pavement  stones  are  now  etched,  and  the  grassy  bank  is  completed.  Her 
ring-bone  masonry  above  the  porch,  and  the  features  of  thefigure.arc  add 
ed.  Mill  before  the  lettering. 

Four  proofs. 

AO  (touched:  the  lettering  is  in  pencil ),  BPL.FAC.RA 
Ifiird  State. 

In  the  margin  is  an  etched  title,  LANEHAM,  on  the  left,  and  the  signature  arid 
date,  EL. GRIGGS  1923,  on  thought,  both  close  beneath  the  subject;  and  above 
the  signature,  and  within  the  subject,  a monogram  of  f Tie  letters  PC.  The 
plate  isnow  finished. 

Six  proofs. 

AO,  BM,  GAS,  N BMG 

Fourth  State. 

Fhe  margin  cut  down,  leaving  the  lettering. 

53/ifex4l5/ic 

One  hundred  and  nine  impressions. 

AO,  BP L,  FAC, GAS,  LC,  PMA,  RNB 

In  theAshinoleari  Museum,  Oxford,  is  an  impression  taken  before  the  plate 
was  reduced:  in  dry-point  are  the  lines  of  the  reduced  si^e  arid  instructions, 
in  reverse,  for  cutting  it  down. 

The  plate  was  etched  for  and  given  to  the  Royal  Society  of  Painter-Etchers 
and  Engravers  for  its  annual  presentation  to  members  of  ffie  Print  Collectors' 
Club  in  1923.  Before  the  printing  of  the  final  state  the  plate  was  steel  faced . 

A pencil  drawing  of  fhe  subject  (1915)  is  reproduced  on  p.  362  iri  Highways  A 
Byways  in  Nottinghamshire. 


The  subject,  which  is  rhe  south  side  of  the  church  of  St  Peter,  at  Lanenarn  on 
Trent,  Nottinghamshire,  a somewhat  remote  spot  in  guiet  country  by  the  river, 
is  a detail  of  simple,  dignified,  ancient  native  building,  retaining  the  beauty 
of  masonry  when  unchanged  except  by  the  touch  of  weather  and  of  time. 

It  has  thus,  as  it  were,  been  allowed  to  evince  its  own  sentiment  of  unspoilt 
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antiquity,  and  is  less  idealised  than  others  of  the  artist's  plates  of  small 
couritrychurches  The  chief  architectural  interest  of  the  church,  and  form- 
ing the  main  feature  of  the  etching,  lies  in  the  series  of  buttresses  of  quite 
remarkable  siz;e,  and  in  striking  contrast  to  the  smallness  of  the  timberand 
plaster  porch,  the  south  dooruuayand  the  chancel  arch  are  of  the  tujelfth 
century. 
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30.  LANEHAM  IV 


31  FEN  MONASTERY 


First  State.  1923. 

The  subject  boldly  etctied  in  its  main  outlines  only  With  margins. 

8Vs  x ll'/s 
Two  proof  s. 

AO 

Second  State. 

Ihe  whole  of  the  building,  except  the  separated  part  on  the  left,  is  now  in  shade, 
and  some  reflections  in  theuuater  are  lightly  indicated 
Tuuo  proofs. 

AO  2 (l  touched:  with  sky,  foreground  and  reflections  in  uuash) 

Third  State.  I92S. 

The  plate  cut  down  at  the  sides  and  top  to  the  etched  surface;  m the  remain- 
ing margin,  in  formal  script,  is  the  dedication  . 

To  my  friend  Frank  Short 

Within  the  left  lowercornerarefhesignatureand  date,  F L. GRIGGS  1923.  The 
subject  is  now  practically  completed. 

75/4  X 95/4 

Four  proofs. 

AO 

Fourth  State. 

In  themargin  is  thefollowing  inscription,  in  a line  of  versal  capitals,  in  dry- 
point:  TABERNACVLVM  MEVM  VASTATVM  EST,  OMNES  FVNICVLI  MEI  DIRVPTI 
SVNT,  FILM  MEI  EXIERVNT  A ME,  ET  NON  SVBSISTVNT. 

There  is  no  change  in  the  subject  beyond  a little  ripening',  which  process  con 
tmues  almost  imperceptibly  through  the  remaining  states. 

Five  proofs. 

AO,  B PL, FAC,  GAS 

Fifth  State.  1926 

Without  margin  or  inscription  There  areonly  slight  differences  infhesubject, 
the  most  noticeable  being  that  the  pathway  and  the  stones  on  the  extreme 
left  are  now  grey  instead  of  white  , and  that  the  ruined  building  on  the  left  is 
in  stronger  light  and  shade.  Two  daws  now)  fly  towards  the  tower,  one  just  about 
to  enter  it.  [he  signature  is  strengthened,  but  theupper  stroke  of  the5in  the 
date  was  notdraum  in  reverse,  and  prints  like  a 5. 

6%  x 95/s 

Twenty-nine  impressions. 

AO,  ISM  FA,  BPL,  FAC,  G As,  LC,  RNB 

Sixth  State. 

With  anetched  sky.  OtherdiFferences  are  mainly  notes  of  emphasis  here  3 there. 
Forty-four  impressions, numbered  1-44,  regardless  of  fheorder  of  printing 
AO,  BPL,  FAC,  GAS,  PMA 
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An  impression  from  the  cancelled  plate  is  in  theAshmolean  Museum,  Oxford, 
anda  study  for  the  plate  is  in  the  David  Gould  Collection . 

fen  Monastery  is  in  the  same  series  of  prints  as  Priory  farm,  but  marks  a de 
parturem  si^e,  being  larger  than  any  of  the  others.  A smaller  plate  (5 Vs  x TVs) 
of  the  same  subject,  entitled  A Moorland  Ruin,  uuas  begun,  and  mas  cata- 
logued in  the  Print  Collectors'  Quarterly,  February,  1924,  but  it  u as  cancel- 
led, and  the  only  prints  mere  destroyed,  m favour  of  the  increased  size  of 
the  present  plate.  Thus  it  takes  its  place  in  the  larger  Liber  Angliae  scries. 
The  Latin  inscription  is  from  Jeremias : My  house  is  laid  maste,  rny  altars 
throiun  dornn,  rny  children  hunger  and  are  not  filled.  The  dedication  is  to 
Sir  frank  Short,  R.A.,  P R E. 
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31.  FEN  MONASTERY  IV 


31  FIN  MONASTERY  VI 


7j2.  ST.  BOTOLPH'S,  BOSTON 


First  State  1924. 

before  the  foreground  or  the  dedication.  Work  is  also  very  incomplete. 

10%  x 73/6 

Five  proofs. 

AO  2 (l  touched  in  mash  fficre  isa  dark  and  angry  sky,  such  as  was  First  con 
ternplated,  and  also  some  lettering;  in  the  margin  theartist  notes  only  a trial  of 
lettering,  not  a proposed  inscription  ),  BM,  NBMG  The  fifth  proof  is  owned  by 
Prof.  H P R.Finberg. 

Second  Stare.  1925. 

With  the  following  dedication,  beneath  the  building  and  within  the  margin.- 
Deuoto  amico  Domno  Gregorio  Quid  ordirns  S.Benedicti  monacho  cuius 
canticis  adeo  laetatur  Ecclesia ; NccnonSBotolpho  de  eodern Ordine 
praeclarissimo  Abbati  etpraestantis  ecclesiae  hie  depictae  Coelestn  Pa- 
trono,  Hanctabellam  pictor  ipse grato ammo dicauif.  A.D . MCMXXV. 

Fifteen  proofs. 

AO,  BPL,  FAC,  GAS 

Third  State. 

With  the  foreground  in  the  space  from  which  the  dedication  has  been  erased, 
and  distant  houses,  trees,  and  churchyard  wall  on  the  right.  On  the  nearest 
tombstone  are  initials  and  date,  F.L.G  1925. 

One  proof. 

BPL 

Fourth  State. 

With  jackdaws  flying  about  the  tower.  Before  the  gulls  in  the  lower  part  of  the  sky. 
One  proof. 

Fifth  State. 

With  the  gulls. 

Seventy-six  impressions. 

AO,  BM,  BPL,  FAC,  GAS,  LC.PMA,  RA.RNB 

An  impression  from  the  cancelled  plateis  in  theAshrnolean  Museum.  Oxford. 

A pencil  drawing(l9l2  of  the  subject  is  reproduced  on  p.42l  in  Highways  5 By  - 
wiaysin  Lincolnshire.  Theoriainal  is  in  the  Fitz, william  Museum, Cambridge. 


This  is  the  fourth  of  the  series  which  theartist  devoted  to  some  gf  the  larger  Eng- 
lish churches,  or,  rather,  chiefly  to  their  towers,  and  it  is  the  largest  and  most 
important  engraving  of  the  four.  In  some  respects  it  is  the  most  beautiful, 
especially  in  the  way  it  reconciles  an  atmosphere'  - at  the  same  time  intimat- 
ing a particular  kind  of  day -to  a pure  linear  execution  in  the  portrayal  of  the 
rich  architecture  ot  a stately  building  in  its  home  of  lowly  earth  and  spacious 
sky.  The  work  approaches  very  closely  the  soil  of  England  & capruresthespiritof  !oc- 


144 


ulify  and  history.  I he  allusion  to  the  neighbourhood  of  thcsea(onlY  six  miles 
from  the  town)  would  recall  thefamiliarity  of  the  tower,  os  friend  and  beacon, 
to  gcnerationsof  mariners,  boston  Stump'  - nearly  500  feet  of  the  noblest  Eng 
lish  architecture  upreared  above  thefens;  appearing  in  theetching  bright  and 
perfect  and  washed  by  rain  and  clean  sea  air;  as  though  unhurt  by  the  light 
ning,  winds,  and  sea  floods  of  centuries  - is  visible  forty  miles  away  off  the 
coast  and  over  a very  large  area  of  country.  The  church  - the  largest  parish 
church  in  England- was  building  through  the  reign  of  Edward  III,  in  the  ncfi 
Decorated  work  of  the  time.  The  tower  was  begun  in  1509  and,  after  a suspen- 
sion of  building,  proceeded  witfr  in  the  next  century;  the  lantern  was  added 
early  in  the  sixteenth. 

The  Benedictine  traditionsof  the  tow  n,  which  appears  to  have  grown  up  a 
bout  a monastery  founded,  according  to  the  Saxon  Chronicle,  in  654  by  St 
Botolph,  no  doubt  partly  prompted  the  artist  s inscription : To  his  dear 
friend  Gregory  Ould,  Monk  of  the  Order  of  St  Benedict,  in  whose  music  the 
church  rejoices;  as  also  to  St.  Botolph,  illustrious  Abbot  of  the  same  Order, 
and  of  the  great  and  goodly  church  here  depicted  the  Heavenly  Patron 
tins  work  is  dedicated  by  the  artist  with  a grateful  heart. 


Concerning  this  plate,  in  letters  from  the  artist  to  Russell  Alexander : 

27  Dec  1925.  Am  in  franticstafe  of  hasfeX  whirl  as  time  ispressing  hard  on 
my  heels  asl  try  to  get  a plate  done  for  the  R E.  sending-in  day  on  the  26th  Jan 
Its  hateful  to  be so  hurried,  but  perhaps  best  forme.  The  subject  is  Boston 
Church -in  a very  devil  made  storm.  If  I can  doit  asl  hope  to  do  it,  it  should 
be  good.  But  I fear  that  failure  is  more  likely.' 

8 Jan:  1924.  Never  was  a plate  of  mine  so  beset  by  ill-fortune.  It's  on  a second 
plate  now)  X a third  ground  - the  other  two  were  perished, X chipped  up  as  I 
worked.  It’s  a big,  upright  plate,  about  I O'M  xl'/i  X at  present  there  are  only 
splashes  of  qothicdetail  X long  lines  of  the  tower.  Almost  all  the  most  diffi- 
cult drawing  is  done,  though  there  are  three  very  wickedly  difficult  wind- 
ows todo  x all  depends  on  them.  But  so  far,  now,  it's  not  very  discouraging. 

It  may  get  done  in  time  for  the  show  if  there  are  some  bright  days  5 no  more 
accidents.  If  all  goes  well  it’s  tobe  inscribed  to  Dom  Gregory  Ould.  Thecon- 
nections  between  Gregorian  Chant,  Gregory  Ould,  The  Benedictines,  St.  Bo- 
tolph (Benedictine  Abbot),  the  conversion  of  England,  England's  debt  to 
the  Benedictine  tradition  of  highest  Christian  culture,  etc.  etc.  being  too 
numerous  to  iqnore  - they  even  ramify  more  than  one  could  indicate  in  a 
dedication  of  modest  length.’ 

' 16  Jan : 1924 . Just  a tiny  note  to  say  that  yesterday  I grooved  Boston  after  the 
first  biting.  I know  that  you  II  beglad  tohear  that  it  is(asl  think)  easily  one  of 
the  best,  if  not  the  best  I ve  done. ..  Perhaps  this  will  not  have  the  sky  after 
all.  Anyhow  it'll  go  up  to  the  R E.  show  just  as  it  is  without  any  touching  up. 
There  is  a temptation  to  leave  it  as  it  is,  very  simplex  unf ussy,  X get  on  with 


145 


another  instead.  It  was  a great  business  getting  the  workroom  into  order  for 
etching  Xprintmg-especially  for  the  printing.  But  a fire waslighted,  a neuu  screen 
fixed  in  thewindow  [to  diffuse  thelight],  X and  a general  clearing  up,  dusting  X 
oiling  faced, X then.tomy  great  relief  I found  theink  well  mixed  X ground,  the 
right  pressure  [in  the  press]  secured  - all  at  a stait.  Iho  proofs  are  rich  X clean 
u ith  no  oilmess  at  all  ' 

'27  July:  1925.  ..Meanwhile  Boston  has  been  proceeded  with.  It,  too,  has  an  "atrnos- 
phere"  to  deal  tuith.  It's  meant  to  be  one  of  those  days  in  the  Fens  near  the  sea 
uuhen  all  the  objects  arc  clear  X full-coloured  as  they  are  when  there's  much  ram 
about.  I wanted  to  suggest  the  sea  air  too,  X the  neighbourhood  of  the  sea,  X, 
dummy,  I believe  Ive  done  if,  and  reconciled  it  all  to  line.  It's  the  nearest  thing 
I vc  done  to  a fust  class  plate.  Not  quite  finished,  5 some  rocks  ahead,  bur  I can 
see  the  end  of  that  journey  now,  all  right.' 

'6Aug  1925.  Boston  seemed  even  better,  on  my  return.  It  is  somewhere  round 
about  my  best,  I think  I've  got  nearer  the  soil  of  England  in  if,  I think,  than 
ever  before.  A revulsion  may  come,X  I may  hate  it  yet,  but  at  present  I cun 
be  rather  pleased  because  it  seems  to  beat  least  honest  craftsmanship  X 
worth  doing  I know  it's  a faithful  portrayal  of  BOSTON,  architecture  a- 
part. 
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32.  ST  BOTOLPH'S,  BOSTON  V 


Y).  POTTERS'  BOW 


first  State.  1924. 

With  margins,  bul  before  the  inscription.  The  etching  is  in  a preliminary  state. 
The  tower  and  the  clerestory  are  in  little  more  than  outline;  the  scaffolded 
end  of  the  nave  is  not  yet  shaded;  the  gable-end  of  the  transept  is  incomplete. 
The  posts  and  rail  below  arein  outline;  a lantern  hanging  from  a hook  on  the 
right-hand  post  is  unfinished.  A portion  of  the  transept  which  should  be  seen 
through  the  porch  is  not  etchexl.  Two  figures  on  the  steps  look  towards  rhe 
spectator.  The  signature  and  date,  F.L. GRIGGS  MCV1XXIV,  arcon  one  of  the 
lower  stones  of  thcstairwa>  on  the  left.  The  subject  is  enclosed  in  a border- 
line measuring  9'/i6x69/;6. 

IO  Vib  x 7 ‘/lb 
Two  proofs. 

BPL,  RA 

Second  State. 

The  following  inscription  is  just  below  the  border-line  in  the  lower  marain 
In  remembrance  of  Charles  Edward  Mallows  and  to  Sybil  Lindsay  Mallows 
The  tower  is  near  completion,  and  the  clerestory  windows  are  filled  w ith  trac- 
ery. The  scaffolded  end  of  the  na\e  is  now  shaded.  The  nearer  u alls  of  tfre 
porclr  anci  its  buttresses  are  panelled  at  the  top  The  small  portion  of  the  tran- 
sept seen  through  the  porch  is  etched,  fhe  upper  half  of  the  ivy  on  the  comer 
of  the  weill  to  the  left  has  been  erased  and  the  wall  end  etched  in  its  place.  Near 
its  center  the  parapet  of  the  bridge  now  descends  at  an  angle  to  a new  level  on 
the  right.  Woody  texture  hasbeen  added  to  the  posts  and  rails. 

Two  proofs. 

AO  (touched),  BPL 

Third  State. 

Three  rooks  are  now  Fix  ing  to  the  right  of  the  distant  trees,  the  tower  i*  liahter, 
and  still  nearer  completion.  Otherwise  the  plate  is  much  the  same  as  in  the  pre 
vious  state,  and  the  inscription  remains. 

Six  proofs. 

AO,  BPL,  GAS,  LR 

Fourth  State. 

Without  the  inscription.  Ihetraccr\  hasbeen  removed  from  the  porch  window' 
on  the  left,  and  this  window  becomes  an  arch,  disclosina  dark  vaulting  inside 
the  porch  Four  daws  are  flying  about  the  tower,  and  there  is  a flight  of  rooks 
(instead  of  the  previous  three)  on  the  right  above  fhe  trees.  A kina  fisher  is  etch- 
ed on  one  of  the  posts  below.  There  are  other  differences  of  minor  importance 
Twelve  impressions 
AO,  BM FA,  BPL,  DO,  FAC,  GAS, LC 

Fifth  State. 

The  gable  of  the  porch,  previously  plain,  is  now  filled  with  panelling,  and  the 
wall  behind  the  figures  on  the  steps,  w hite  before,  with  stone  joints.  The  upper 
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of  the  two  figures  now  looks  to  the  right.  The  clerestory  is  nearly  finished . 
Iwo  proofs. 

AO,  RA 


Sixth  State. 

The  transept  has  been  erased  and  another  of  slightly  different  design  etched, 
with  small  windows  in  its  gable,  and  without  a battlcmented  parapet  on  its 
sunlit  face.  The  roofs  of  low  buildings,  with  a chimney,  and  a tower  scarcely 
rising  above  the  roof  ridge,  appear  above  thick  trees  to  the  right  of  the  tran- 
sept,and  a little  in  front  of  if,  filling  the  space  above  the  bridge  to  the  right- 
hand  border-line. 

Three  proofs. 

AO,  BPL 

Seventh  State. 

Without  the  lantern.  By  a slight  alteration  the  low  builefings  and  trees  to  the  right 
now  appear  beyond  the  transept.  Features  have  been  added  to  the  faces  of  the 
figures  on  the  steps.  Masonry  hasbeen  darkened  here  and  there,  especially  on 
the  front  of  the  wall  on  the  left  above  the  ivy,  and  on  the  right  of  rhebridge. 
Forty-six  impressions. 

AIC,  AO,  BM,  BPL,  Du,  FAC, GAS,  PMA,  RNB 

There  are  two  pencil  studies  of  the  subject  in  the  Boston  Museum  of  Fine  Arts,  and 
a third  in  the  Ashmolean  Museum, Oxford. 


Though  this  subject  is  described  as  anarehitectural  fantasy,  as  being  an  indul- 
gence of  imagination-a  speculation  according  to  the  artist's  fancy  and  affec- 
tions-it  is  not  of  course  to  be  supposed  that  the  conception  is  guided  by  any  thing 
but  reason,  as  a student  of  English  Gothic  would  realise.  The  title  suggests  that 
the  bridge,  or  bowl  is  intended  to  represent  an  example  of  the  public  spirit  of  the 
mediaeval  guilds,  when  the  building  of  bridges  w as  regarded  as  a particularly 
pious  act. 


Walter  dcla  Mare  to  F.L.G. : 

29  Dec.  193b.  I can't  not  send  you  a word  to  tell  you  what  a delight  your  Christ- 
mas card  was.  I have  explored  itagam  and  again.  A lovely  thing,  /s  there 
such  a place,  except  in  your  imagination?  I somehow  can't  believe  there  can 
be  but  if  so  have  I any  chance  of  being  appointed  under-verger,  and  being 
able  to  sit  on  those  steps  with  the  kingfisher,  and  look  at  the  water  and 
hear  the  bells? 

' 22  Jan.  1937  That  point  about  the  existence  of  Potters'  Bow  is  a curious  one. 
It  exists  there , without  question,  a lovely  solace  for  my  seeing  eye : as  does 
every  place  of  theimaqination  recorded  in  words.  And  words,  like  natural 
phenomena,  like  your  etching,  arc  that  of  which  man  locates  what  he  calls 
Reality  - with  a proviso  as  to  Actuality.  But  he  can  make  or  do  nothing  (of  any 
value  at  any  rate,  or  rather  of  any  vital  torce  - purpose  good  or  bad)  without 
first  imagining  it. 
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To  Russell  Alexander  the  artist  wrote 

22  Aug  . 1924.  Rotters' Bow  has  struggled  on  to  a finish  of  some  sort.  But  if  it 
doesn't  convey  woiry  X unrest  to  a sympathetica  understanding  beholder  it 
will  be  strange  indeeel . Of  finish  etc  there's  enough,  perhaps  too  much.  But 
the  plate  has  been  somuch  trouble  that  I can  never  like  it-' 

And  to  Reginald  Mine ; 

The  paper  Potters' Bold  is  printed  on  is  some  I bought  (enough  for  a whole  edition) 
at  Avignon.  It  is  a fine  French  paper  of  1740  and  wonderfully  preserved.  No  other 
paper  would  please  the  plate-infact  it  was  downright  petulant  about  it.' 
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35.  POTTERS'  BOW  II 


55.  POTTERS'  BOW  IV 


33  POTTERS'  BONN  VII 


34.  THE  ALMONRY 


First  State.  1925. 

With  a lower  margin.  Before  rhe  inscription.  Thesubject  is  carried  far,  but  is  ob- 
viously incomplete. 

93/4  x 6 7/i6 

One  proof. 

Second  State. 

With  the  following  inscription  in  tfic  loujer  margin: 

To  my  friend  Antonio  de  Navarro 

and  thedate  MCMXXV  underneath  theiriitials  F.L.G.,  which  arc  |ust  within 
the  subject. 

Three  proofs. 

Third  State. 

Without  margin  or  inscription.  The  most  distant  chapel,  on  the  left,  has 
no  roof  showing.  All  the  roofs  are  white,  withoutany  modelling  on  the  snow. 
The  work  everywhere  is  much  the  same  as  in  the  preceding  state. 

93'8  ,\67  !6 

four  proofs. 

AIC  (touched) 

Fourth  State 

The  church  roofs  are  now  greyer,  with  faint  lines,  and  the  snow  on  the  roofs  of 
the  othei  buildings  is  also  moulded  to  the  shapes  it  covers.  The  roof  ridge 
of  the  chapel  on  the  left  is  now  shown,  but  at  a lower  level  than  in  the  First 
and  Second  States.  The  chimney  to  rhe  right  of  the  doorway  in  rhe  center  has 
fewer  snow-covered  projections  than  before;  and  the  snow  lies  less  thick,  and 
therefore  less  white,  on  the  copings  and  ledges.  The  river  is  greyed  to  the  fore- 
ground. Ihere  are  other  minor  differences  of  less  importance. 

Two  proofs. 

BM  (cut),  LR 

Fiftfi  State. 

The  roof  over  the  entrance  To  the  Almonry  on  the  right- formerly  nearly  straight- 
now  has  a marked  bend  downwards  half  way  to  the  margin  The  subject  is 
completed. 

Eighty-two  impressions. 

AO  2 (I  cut),  BMFA,  BPL,  CM  A,  FAC,  GAS,  LC,  MEL,  PMA,  RA,  RNB 
The  cut  impression  in  the  Ashmolean  Museum  is  of  the  central  part,  cut  down 
to  5%  x 25/8,  with  an  accompanying  note  from  the  artist  to  J.  Bcagerie,  Esq.  = I 
send  you  with  this  a print  of  a portion  of  the  plate  by  myself  -cut  off  thus  be- 
cause I think  it  s the  best  part,  and  by  far  more  complete  as  a picture. 

Sixth  State.  1926. 

The  near  tree  on  the  river  bank  is  removed.  The  break  in  the  near  wall  is  fi  lied  in 
with  masonry,  and  thecoping  now  runs  out  to  the  corner  on  the  right  instead 
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of  Vs"  from  it,  as  before.  This  obliterates  I be  old  signature;  the  new  one  PL  GRIGGS 
1925,  is  on  a snowy  ledge  of  the  wall  more  to  the  left  the  near  wall  that  projects 
into  the  picture  from  the  right  is  now  stopped  without  a return  towards  the  cen- 
ter of  the  scene.  In  place  of  two  steps  down  to  tire  right-hand  corner  there  are 
four  Other  steps  from  the  bridge  up  to  the  forecourt, formerly  partly  hidden 
by  snow,  arc  now)  distinct  The  nearer  roofs  have  more  rnurkings,  or  shadow- 
ings, on  the  snow.  The  roof  over  the  entrance  to  the  Almonry  is  again  altered, 
this  time  with  a break  Ihe  ivy-clad  corner  of  a building  at  the  right  hand  is  re 
moved,  and  tiere  are  shown  set  backs  and  a buttress  to  the  right  of  the  Almon 
ry  doorway.  Ihe  whole  composition  is  more  harmonious,  and  the  subject 
generally  greatly  improved. 

Nine  impressions. 

AO,  bPL,  GAS 

The  impression  of  this  state  in  theAshinolcan  Museum  has  a pencil  note  by 
the  artist:  'Chapel  window  too  dark  on  plate.  Proof  taken  before  this  was 
lightened  & topline  completed.  A few  impressions  of  this  sratc  were  printed 
from  the  steel  faced  plate. 

Seventh  state. 

The  snow  has  been  removed  everywhere. 

All  proofs  were  clestroyed  b\  the  artist. 

An  impression  from  the  cancelled  plare  is  in  the  Ashmolean  Museum,  Oxford. 

A pencil  drawing  of  the  subject  is  in  the  Lessing  Rosenwald  Collection. 

A point  of  architectural  interest  in  this  plate  (and  also  m Anglia  Perdita  and 
others)  is  the  artist's  improvisation  on  the  theme  of  English  fifteerith-cen- 
lury  building.  The  great  churehes  in  The  Almonry  and  Anglia  Perdita  have 
apsidal  endings  on  a plan  that  is  unknown  among  existing  remains  of 
work  of  this  period,  and  which  are  more  after  Continental  patterns.  None 
the  less  they  appear  thoroughly  native  in  these  plates,  which  indeed  sug- 
gest that  if  our  losses  had  been  less  numerous  and  grievous  at  theDissolu- 
tion  their  prototypes  might  be  found,  as  exceptions  of  course  to  the  Eng- 
lish preference  for  the  square  end . This  is  the  suggestion  embodied  in  the 
plate,  and  some  reason  for  it  might  be  deduced  from  such  buildings  as 
Henry  Vll's  Lady  Chapel  at  Westminster. 

This  plate  is  more  anecdotal  in  sentiment,  and  rather  less  severe  in  execution, 
than  others  of  the  artist's  larger  plates.  The  arfistic  problem  of  expressing  in 
line  an  elaborate  composition  of  mediaeval  buildings  in  their  multitudinous 
detail  under  snow,  and  an  atmosphere  precisely  suggestive  not  only  of  seas 
on  but  of  the  kind  and  time  of  day,  is  notan  easy  one,  but  it  has  been  solved. 
The  monastery  and  church,  the  waits,  and  thepoor  travellers  arein the  light 
of  a mellow  golden  frosty  day,  when  the  snow,  as  in  the  carol,  would  lie  'crisp 
and  even'  It  is  a Christmas  subject,  hut  Christmastime  when  ihe  courtesy  of 
Charity  - then  or  at  other  seasons- was  still  a duty  of  the  Inns  of  God , when 
the  Dissolution,  and  poor-laws,  had  not  yet  destroyed  and  succeeded  the  Al 
monry;  -even  if,  before  the  middle  of  the  sixteenth  century,  a carol  could 
fake  on,  it  now  seems,  an  anxiously  prophetic  air,  asm  the  one  in  which 
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the  personified  Christmas  sings: 

Another  year  I trust!  shall 

Make  merry  . 

If  rest  and  peace  in  England  may  fall. 

Harold  Wright  wrote  of  thisplate:  Griggs  himself  could  never  quite  makeup 
his  mind  as  to  the  degree  of  success  he  had  achieved  in  this  etching,  often 
feeling  it  too  "Christmassy"  he  said.  One  always  foughthard  against  that 
opinion  uuheneyer  he,  perhaps  jokingly,  expressed  it,  for  there  can  be  no 
question  that  llic  Almonry  contains  some  of  his  finest  etching  technique, 
or  that  it  eminently  deserves  the  welcome  it  has  received  as  one  of  the  most 
romantic  of  all  his  prints,  possessing,  too,  a strong  human  appeal.  He  could 
not  rest,  after  the  main  edition  was  printed  and  published,  until  he  had  re- 
moved the  snow)  and  Christmassy  effect;  but  he  then  found  he  did  not 
like  the  appearance  so  well,  and  apparently  no  impressions  of  that  final 
state  were  preserved  by  him.' 

Progress  on  the  plate  is  described  in  letters  from  the  artist  to  Russell  Alexander: 

25  Jan  1925.  Ihe  Almonry  is  temporarily  held  up  I saw  the  usual  defects, 
and  a variety  of  possible  improvements,  and  have  been  at  all  of  'em  at  once, 
several  rimes,  and  the  result  has  been  black  hands  (pencil,  not  ink,  alas!)  and 
headaches,  and  a bigger  bill  for  paraffin!  So  now  I ve  thrown  all  responsibility 
onto  the  copper,  and  have  left  it  so.  It's  a deuce  of  a scene  to  describe,  - too 
complicated,-so  I'll  not  try  until  I see  you,  and  then  by  theaid  of  sort-ofs", 
"kind-ofs",  "suggestion-ofs",  hint-ofs"  -ifs  and  perhaps's,  and  intentions,  and 
malanq-ailowunces-for,  I may  be  able  to  give  you  an  idea . And  then  your  vivid 
imagination  will  see  the  thing,  not  as  it  is,  but  as  we  both  know  it  ought  to 
be;  and  I shall  be  glad  that  your  first  sightof  if  will  probably  be  whenl’m  not 
at  your  elbow,  so  that  your  disappointment  is  allowed  expression  -or  vent! 

If  I can  prevent  that -how  fine  it  would  be1  Dashed  if  I don't  at  it  again  in 
that  hope  nouj.' 

30  Mai  : 1925.  I know  you  will  forgive  me  for  not  having  written  much  late- 
ly, bur  it's  been  work,  work,  work . The  Halmonry,  sir.  I ve  been  a drawing 
on  the  plate  ever  since  this  day  week,  and  it  seems  to  drink  if  all  up.  Ihis  may 
mean  that  it  will  not  look  laboured,  burl  fear  it  will  It's  being  done  mafran- 
ficctfort  to  get  aproof  ready  for  the  R A.  sending  in  day  next  Monday-alas, 
not  very  hopefully. 

2 Apr:  1925.  I'm  dead  tired,  and  it's  midnight,  but  it's  been  such  a lovely  sun- 
ny April  day  (although  I ve  not  been  able  to  get  out  and  enjoy  it-  much  as 
I've  longed  for  thequiet  of  the  woods  and  the  sight  of  spring  flowers  and  an 
April  sky)  that  it  has  brought  back  vivid  memories  of  the  old  days  with  you 
here,  when  we  could  return  home,  late,  by  the  light  of  a pastoral  moon,  hav- 
ing seen  nothing  that  jarred  upon  our  fancy  that  here  was  a survival  of  the 
England  we  loved  to  dream  of,  to  get  a great  gorge"  of  poetry  and  happi 
ness,  by  contrast  (though  not  out  of  the  England  of  our  dreams)  my  work 
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has  been  on  the  "Almonry  plate- which  is  intended  to  represent  a rncllom 
QOlden  frosty  day  and  not  one  thauued  puddle  in  sight  I've  had  exactly 
eleven  days  of  draining  on  the  plate-riot  hour  after  hour  (for  there  arc  dis- 
tinctions, you  Kiiolu;  VOICES  come  upstairs  that  compel  one  to  go  dou  n 
and  join  in  the  fun!)  but  fairly  closely,  and  ithas  so  tired  me,  and  my  eyes, 
that  I can't  Keep  pace  with  the  calculations  any  longer  and  must  bite  it  in 
as  it  is. 

27  July  1925.  . . As  to  uork:  the  "Almonry  mas  coaxed  X cajoled  3 patted  <\ 
stroked  until  I got  the  mintry  atmosphere  I manted.  It's  difficult,  you  knoie, 
to  get  an  atmosphere(specially  if  you  leant  to  be  precise  as  to  season  & 
time  o'da>  \kind  of  day)  mifh  line  X reconcile  the  mork  at  the  same  time 
to  linear  function . More  difficult  still  to  reconcile  it  unth  mhat  the  CRITICS 
pronounce  to  be  the  limitations  the  copper  line  sets  itself. . .1  had  forgot- 
ten the  sparroms  5 robins,  so  they  had  to  be  etched  in.  I threatened  to  paint 
the  robin  s breast  red  1 
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3,4  THE  ALMONRY  V 


M.  THE  ALMONRY  VI 


35.  5 ARRAS 


First  State.  1926. 

With  a lower  margin,  in  which,  in  one  line,  is  the  inscription: 

. . . the  bells  call 

Cleaily  from  ancient  spire  and  mouldered  uuoll 
To  lands  ujhere  moves  the  lustrous  Oraal,  and  where 
Surras  isbeauhful  in  tfie still  air. 

On  the  right  is  the  signature,  F.L.G.  uq,  in  festo  S.losephi  Arimathaei  MCMXXVI. 
Before  the  f leche  on  the  highest  tower. 

8'/2xir/8 

One  proof. 

BPL 

Second  State. 

With  thefleche  on  the  highest  tower.  Work  iscarncd  forward  on  the  towers  and 
other  parts.  Still  with  the  inscription. 

Two  proofs. 

AO,  BPL 

Third  State. 

The  work  on  the  ehurches  is  practically  completed.  The  windows  are  now  dark- 
ened. iherc  are  also  other  advances  of  work.  The  inscription  remains. 

Two  proofs. 

Fourth  State.  1928. 

The  inscription  is  erased,  and  the  following  dedication  etched: 

To  the  Memory  of  my  Friend  Adrian  Forfescue 
In  front  of  the  central  gateway,  covering  the  lower  halves  of  the  entrances, 
is  nowetehed  the  remains  of  an  older  fortified  entrance,  built  into  promin- 
nent  rocks.  The  causeway  leading  from  the  foreground  to  the  gateway  is  now 
paved ; and  a jutting  buttress  of  rods  near  the  center  of  the  scene  has  been 
erased,  and  curves  of  grassy  overgrowth  continued  in  its  place. 

Two  proofs. 

AO,  BPL 

Fifth  State. 

Without  the  dedication,  the  margin  having  been  cut  off.  The  fleche  has  been 
removed  Various  parts  of  the  grassy  foreground,  and  the  churches,  are  strength- 
ened with  new  work.  A new  signature  and  date,  F.L.G  1926-28,  are  etched 
within  the  subject. 

1SJ&  X IP/8 
Two  proofs. 

AO,  BPL  (touched) 

Sixth  State. 

The  building  farthest  to  the  right,  among  the  trees  within  the  walls,  has  been 
erased,  and  in  its  place  is  a larger  and  simpler  structure,  with  a high  square 
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tower.  The  towers  and  walls  on  t he  horizon  have  also  been  erased , and  In- 
stead is  a landscape  of  trees  on  a hillside.  The  windows  of  the  churches, 
chiefly  the  farthest,  are  still  darker. 

Two  proofs. 

AO  (touched ),  GAS  (touched) 

Seventh  State. 

The  windows  of  the  farthest  church  are  liahter  again,  and  its  lower  butt ress 
on  the  right  is  changed  in  design.  The  walls  below  (tic  two  small  roofs  with- 
in the  city  are  now  pierced  as  battlements.  There  are  other  minor  alterations. 
Nine  impressions,  lettered  A to  I in  ink 
AO,  BPL,  FAC,  RA 

Eighth  State. 

The  landscape  trees  on  the  horizon  at  the  right  are  erased;  city  walls  now  link 
all  thebuildings;  and  at  points  above  them  are  the  outlines  of  bare,  distant 
fulls.  The  alteration  is  slight  as  a matrer  of  drawing,  but  it  affects  the  char- 
acter of  the  scene  a good  deal,  from  the  beginning  there  have  been  pro- 
gressive enrichments  of  various  parts,  not  specially  noticeable  in  them  - 
selves,  but  resulting  in  considerable  difference  in  eftect  between  the  first 
and  last  states. 

Eiahty-four  impressions,  numbered  in  ink . 

AO,  BM,  BMFA,  BPL  (2-1  cut),  CM  A,  FAC, GAS,  LC,  LR,  MEL,  PMA,  RNB,  YAA 

A water  colour  drawing  of  the  idea  for  this  plate,  looking  down  on  the  city 
and  with  hills  behind,  is  in  rhe  David  Could  Collection;  another  water-col 
our,  nearer  to  the  etched  scene,  is  owned  by  Mrs.  Griggs.  A pencil  study  is 
in  the  Ashmolean  Museum,  Oxford,  and  the  working  drawing'  is  in  the 
Lessing  Rosenwald  Collection. 


This  is  a conception  of  rhe  Sarras  of  Le  Mode  t)  Arthur.  That  book  , it  will  be  re- 
membered, does  not  describe  the  city  or  give  itany  definite  situation.  Several 
places  have  claimed  to  be  the  city  of  the  History , and  the  engraver  has  ob- 
viously felt  himself  asfree  as  a mediaeval  artist  or  chronicler  would  have  felt 
in  placing  it  inhis  best-loved  country  , and  giving  rein  tohis  imagination. 
Therefore  (though  the  engraved  scene  may  perhaps  appear  unusual  to 
many  who  arc  unaccustomed  to  calling  up  picture^  in  the  mind's  eye  of  Eng- 
land's earlier  aspect)  he  has  no  hesitation -or  rather  has  welcomed  the 
choice- of  giving  it  an  English  character;  he  has,  too,  invested  it  with  rhat 
familiar  atmosphere  in  which  all  things  appear  briaht  and  refreshed  as  af- 
terruin.as  wellas  withanairof  silliness,  as  if  the  tainfesf  follina  of  a far-off  bell 
would  sound  clearly. 

Such  things  are  part  of  the  symbolism  of  which  the  work  is  full,  in  the  fore- 
ground, the  approaches  to  the  high  city,  the  spiritual  place,  are  difficult 
and  tortuous-but  would  afford  wonderful  glimpses  of  the  city.  The  prom- 
inent approach  passes  over  old  walls  and  foundations,  among  which  is 
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seen  u detached  Ionic  capital,  as  if  to  suggest  the  passing  of  the  old  pagan 
order.  The  only  living  things  to  be  seen  are  emblems  of  peace  - a shepherd 
and  a dove.  The  bird  rests  on  a small  building  (by  the  roadside)  which  covers 
and  marks  a natural  fountain  gushing  from  rock  and  flowing  into  a large 
stone  stoup,  or  basin,  near  the  end  of  a stone  bench.  A roughly  cut  inscrip- 
tion on  this  building  is  part  of  the  Passion  Sunday  antiphon:  Confitemini  dom- 
ino, guomam bonus:  quomam  in  seculurn  misericordia  ejus(Give  praise 
to  the  Lord,  for  he  is  good;  for  His  mercy  endureth  forever).  Across  potent  be 
tween  four  crosslets,  the  mediaeval  heraldic  device  of  Jerusalem  or  the  Cru- 
sader kings  of  that  city,  is  cut  in  the  stone  above  the  inscription . We  may 
suppose  this  spot  to  have  been  the  resting-place  of  pilgrims  at  their  jour- 
ney'send,  a holy  well  for  bodily  and  spiritual  refreshment,  where  they  would 
wash  their  travel-stained  feet,  and  offer  prayers  and  thanksgivings  for 
their  joy  and  relief  at  such  a stageof  their  journey,  where  they  were  so 
soon  to  exchange  the  trials  of  travel  through  wild  and  difficult  country 
for  rherest  and  beautyof  the  holy  city  It  may  be  noted  that  the  alterations 
in  the  landscape  on  the  right  in  the  last  state  resign  a passage  of  chiefly  pic- 
turesque interest  for  an  emphasis  of  this  idea  of  fhcatyasarefuge  set  amid 
stark  country. 

Between  thefountain  and  the  city  are  seen  the  steep  banks  of  a river  or  stream, 
crossed  by  a stone  bridge  carrying  one  of  the  approaches,  and  beyond  it  a riv 
er  gate  in  the  city  wall  Perhaps  here  canbeimagincd  thefuneral  boatof  the 
sister  of  5ir  Percivale  making  its  entry  into  the  spiritual  place. 

As  to  thebuildmgs  of  this  imagined  city,  the  artist  has  followed  his  usual  man- 
ner as  an  original  designer  of  architecture.  Of  fhe  minsters  the  nearest  is 
wholly  English,  of  fhe  Perpendicular  style,  the  last  phase  of  Gothic  in  theis- 
larid.  Its  plan  may  be  called  original  in  rhat  it  has  double  transepts  set  togeth 
er,  and  a central  octagonal  tower  The  middle  chuFch,  highest  in  the  scene, 
shows  its  eastern  half  and  part  of  a transept,  with  a central  tower,  polygon- 
al in  plan,  and  another  tower  at  what  would  be  the  south  western  angle 
of  the  building  This  last,  the  artist  said,  is  frankly  a reminiscence  of  the  towi 
er  at  Ely.  To  the  right,  and  beyond  these  Two,  is  seen  the  choirof  fhe  third  church, 
which, like  the  second, has  an  apsidal  end  This  farthest  church  isFrench  in 
character,  the  eentral  one  combines  qualities  of  both  countries. 

The  w;alls  are  characteristically  mediaeval,  showing  innumerable  adaptations 
to  site  and  need -manner  and  materials  varying  over  the  whole  length.  We 
are  perhaps,  however,  to  suppose  that  the  city  needed  no  more  than  a kind 
of  ceremonial  defense. 

The  whole  composition  is  an  unusual  one,  consisting  of  a series  of  undulating 
horgontals,  dark  and  light,  punctuated  by  subtle  verticals  and  crowned  by 
a surge  of  greatchurches  at  the  top.  The  meandering  stony  path  leads  the 
eye  into  the  picture  and  up  to  the  gateway  of  the  hidden  city.  It  is  indeed  a 
stupendous  scene,  the  largest  in  scale  of  all  the  plates.  Not  the  least  of  its 
glories  lies  in  the  genius  which  dictated  the  whiteband  of  city  wall  that 
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crosses  the  composition. 

Among  o number  of  coincidences  in  connexion  with  this  engraving  which 
struck  the  artist  one  should  be  mentioned,  which  was  that  when  the  plate 
was  about  to  be  bitten,  the  day  uuas  discovered  to  be  the  feast  of  St.  Joseph 
of  Arimathea-  hence  the  smaller  inscription  of  the  first  three  states. 

Letters  from  the  artist  to  Russell  Alexander  comment  on  tins  plate: 

2 Feb:  1926.  Will  you  tell  me  whether  you  see  any  objections  to  my  visualising 
Sarras  as  a walled  city  with  three  large  churches  as  the  very  center  of  it.  I've 
tried  for  the  utmost  beauty  of  effect  in  aged  Gothic,  X outside  the  town  harsh- 
ness X danger,  but  beauty  even  there.  It  was  a ’city"-  so  must,  then  have  had 
a cathedral.  And  if  a cathedral,  almost  certainly  other  churches.  My  view  is 
that  the  City  itself  is  hidden  X mystical  -5  all  that  our  highest  ideals  would 
paint  it.  I ask  you  this  because  I do  not  want  to  think  my  vision  of  it  is  likely  toap 
pear  a freak  one,  or  at  all  forced.' 

8 Mar . 1926.  I'm  a struggling  with  this  plate  of  mine.  The  vision's  there, but  it's 
spoilt  by  discordant  noises,  it's  as  if  I could  see  Sarras,  but  could  not  hear  the 
sound  of  its  heavenly  bells.  And  the  worst  of  it  is  it'll  all  show  in  the  etching! 
And  in  consequence  my  spirits  have  been  dow  n to  ^ero.  I knoub  what  sort  of 
mental  X spiritual  preparation  ought  to  haxebeen  made,  X I'm  a dreadfully 
u icked  man  nottohave  made  if.  A mass  hasbeen  said  A I’ve  prayed  for  it  al- 
ways, but  that's  not  enough -if  I may  say  so  reverently.  However,  I must  try 
to  make  amends,  % put  the  devil  of  worldly  distractions  behind  me  while 
there's  yet  time. 

W hit  Monday  1928.  Sarras  is  finished  X rhe  only  question  rhat  now  remains 
is,  will  it  hold  up  for  rhe  printing  of  such  an  edition  as  will  pay  me  for  my 
time  on  it?!  The  only  print  of  the  last  state  is  a good  one  X shows  no  signs 
of  wcar(tho'all  efforts  were  made  to  get  it  strong.X  there's  nothing,  now,  in 
reserve  in  the  way  of  strength).' 

24  May  1928.  Sarras  is  finished  in  all  but  a tiny  alteration  (tobe  carried  out 
this  afternoon,  D.V.)  X is  much,  much  better  than  it  hasbeen  so  far.  Quite 
shortly  I shall  be  sending  you  all  particulars  for  the  Catalogue,  X a picked 
proof  for  your  own  collection.  I would  do  it  now  except  that  I want  you  to  have 
a proof  of  the  final  state.  Also  it  will  enable  you  to  write  your  own  remarks,  etc., 
the  better.  But  oh  the  trouble!  It  hasbeen  like  untoa  pilgrimage  to  the  place  it- 
self- all  stony  X difficult.  So  many  accidents,  X faiiures.X  doubtsX  difficulties. 
The  printing  has  been  the  same.  Many  proofs  spoilt,  X many  bad  to  begin  with 
And  the  paper  for  it  became  such  a difficulty  that  it  seemed  worth  while  for 
Nina  to  go  to  Paris  in  search  of  some.  It  seemed  (x  indeed  was)  an  outside  chance 
that  she  would  succeed,  but  she  wires  me  that  she  hasbeen  successful.  Only 
a fewi  papers  would  yield  the  best  result,  X ffie  difference  between  the  best  X the 
ordinary  ones  was  to  me  unendurable.' 
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36.  SARRAS  IV 


111  a svyyvs 


36.  ST.  IPPOLYTS 


First  State.  1927. 

The  subject  is  almost  completed.  Inthenarrow  louucr  margin  is  adedication,  fol- 
lowed by  a quotation  from  Milton's  Lycidas , in  minute  lettering : 

To  Russell  George  Alexander  - 
"For  we  were  nurst  upon  the  self-same  Hill, 

Fed  the  sameflock  by  fountain,  shade  and  rill. 

Together  both,  ere  the  high  Lawns  appear  d 
Linder  the  opening  eyelids  of  the  morn, 

We  drove  a field,  and  both  together  heard 
\\  hot  time  the  Gray-fly  winds  her  sultry  horn, 

6att  ning  our  flocks  with  the  fresh  dews  of  night, 

Oft  till  the  Star  that  rose,  at  Ev  ning  bright 

Toward  Fleav'ns  descent  had  slop'd  his  westering  wheel." 

The  initials  and  date,  F L O.  1927,  are  in  the  lower  right-hand  corner  just  wnthin 
the  subject. 

55/8x4V4 

Ten  impressions. 

AO,  BPL  DG,  FAC,  GAS,  PMA(touched),  RA 
Second  State. 

Without  the  lettering,  the  lower  margin  hav  ing  been  cut  off.  There  is  a lark  in 
the  sky  near  the  church  weather-cock,  which  faces  left.  The  foreground  is 
more  grassy;  and  the  cloud  to  the  left  is  slightly  darkened. 

5 Vs  x 43/4 

Thirty -two  impressions. 

AO,  bPL,  FAC,  GAS,  V&A 

Third  State. 

The  weather-cock  now  faces  riaht,  as  to  the  south- west.  The  cloud  has  been 
altered,  and  a shower  is  more  clearly  seen  to  be  falling  from  part  of  it.  The 
lark  has  been  erased,  and  re-etched  a little  lower.  The  trees  on  the  oppos  - 
ite  bank  now  throw  shadows  over  the  grass,  and  there  are  rooks' nests  in  the 
upper  branches.  Numerous  other  touches  tend  tobrighten  and  emphasise  the 
character  of  the  subject. 

Forty-nine  impressions. 

AO,  BM,  BPL,  LC 

Fourth  State. 

An  oblique  patch  of  lighr  on  the  bank,  halF-way  down  the  work,  is  shaded 
over  with  oblique  lines. 

Number  of  impressions  not  recorded. 

AM,  BM,  GAS 

The  locality  of  this  subject  is  in  the  parish  of  St.  Ippolyts,  a few  miles  from  Hitch- 
in,  Hertfordshire  , the  church  is  dedicated  to  St.  Hippolytus.  Its  topography, 
however,  is  poetical;  it  suggests  a meditation,  full  of  the  sweetness  of  nature, 
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upon  a ujcII  loved  place,  remembered  as  in  the  light  of  spring.  The  lambs  in  the 
meudouj,  the  swallows  in  the  lane,  the  lark  in  the  sky,  the  rooks'  nests  seen  amid 
the  glad  light  green  of  theelms,  thegrass  and  leaves  sparkling  in  the  sunlight 
and  shadows  with  dew  and  raindrops  from  the  departing  showier,  all  help  to 
recall  a May  morning,  casting  its  radiance  over  a scene  of  ancient  country 
beautyand  pastoral  innocence. 

Sweet  day,  so  cool,  so  calm,  so  bright, 

The  bridall  of  the  earth  and  skie. 

Of  this  plate  the  artist  wrote  to  Russell  Alexander : 

’ 5 Feb : 1927.  St  Ippolyts  was  transferred  to  copper  today,  & I m all  agog  toqet 
a first  sound  foundation  for  what  I hope  will  he  a realisation  of  youi  X my 
wishes  X dreams  of  it.  I know  what  I want -hut  how  to  get  it,  that's  the  rub. 

A sort  of  gentle  solemnity  over  the  radiance  of  a May  morning.  Our  three 
youngsters  are  represented  as  three  lambs  ot  varying  skittishness! 

II  Nov  . 1927.  I'm  in  rather  high  feather  today  about  St.  Ippolyts.  Yesterday  I 
took  a proof  X it  is  at  least  safe  enough  - if  not  quite  as  I wan  ted  it.  I can 
make  it  all  right  now,  fairly  easily,  barring  accidents.  And  then  I started  the 
dedication  X the  quotation,  Xgot  'em  in ; & today  I etched  them  in . Modesty 
X all  that  sortot  rot  apart,  I dothink  it's  rather  a feat,  for  the  margin  is  only 
A"  deep,  5 there  are  four  lines.  That  makes  the  spaces  '/iC'dcep,  X the  letters 
have  to  covei  little  more  than  half  fhaf ! I fhmk  it  as  well  done  as  I could 
manage.  The  proof  showed  that  the  plate  is  capable  of  yielding  a brighter 
X richer  print  than  those  so  far  pulled,  there  are  more  flowers  in  the  fore- 
ground, X Nina  says  the  lambs  are  full  of  life  X fun,  - so  my  wish  to  realty 
please  you  seems  i n a fair  way  of  being  gratified 

'St.  Ippolyts  is  one  of  the  places  that  pilgrims  to  Sarras  see,  5 I don  t think  it's 
very  far  away,  for  me  it's  in  the  heartof  that  lost  country-Oh  God,  how  love- 
ly it  was!  There  was  a wonderful  road,  difficult  to  find,  - it  seemed  to  have 
no  beginning, X I,  for  one,  never  knew  the  end;  one  never  saw  anyone  there, 
it  was  small-stony  X smooth  X mossy,  it  ran  by  woods  & meadows  with  un- 
trimmed  hedges,  rich  in  flowers  X birds,  X seemed  to  avoid  even  farmhouses: 
it  was  called  St.  Alban  s Highway.  And  I've  often  wondered  if  I dare  seek 
it  again.  To  get  to  it  one  passes  my  beloved  Minsden  Chapel 

'8  Dec;  1927.  Am  working  hard  X enthusiastically  at  St  Ippolyts.  The  lambs 
are  in,  X Nina  says  they  are  better  than  the  Duntisbourne  Rouse  ones.  They 
are  rather  frisky  X fat.  I'm  aiming  at  brighter,  wetter  bahts,  X more  even 
shades,  X hope  runs  high,-ish! 1 
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Notes  made  by  the  artist  on  the  biting  of  the  plate: 


First  biting  Feb.  10, 1927.  Temp:56  Nitric '/2  strength 
Sky,  church  root, copings,  etc.  15  min. 

Most  distant  trees.  N.  parapet  of  church 
Sunlit  grass,  tleche  10  mm. 

Ton .ei  and  churchyard  grass  15  min. 

(All  foregoing  drawn  with  No.  I needle-fine) 

Tree  at  iefr  border,  and  forearound  grass  10 mm 

Remainder  bitten  (mostly  drawn  with  No. 3 10mm. 

Second  biting  Dec. 8, 1927.  Temp:  63  Nitric  '/2  strength 
Patch  of  grass  in  churchyard  Estimate  20  Actual 
Trees  across  road  " 30 

Foreground  grass  " 40 

Try  As  strength,  'a  strength  is  too  slow  nouu. 
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To  RaJjdlGotgeAlemder 


36.ST. IPPOLVTS  I 


Mj.ST.IPPOLYTS  III 


37.  DUNTISBOURNE  ROUSE 


First  State.  1927 

W ith  a louder  margin,  in  which  are  tlie  title,  Duntisbourne  Rouse,  and  the  in- 
scription : 

To  the  Memory  of  Er  nest  Gimson 

Initials  and  date,  F.L.G.  1927,  are  in  thelower  left  corner  within  the  subject. 

The  foreground  is  in  a preliminary  state,  and  the  brook  without  ripples  or  re- 
flections. Iherc  arc  drifting  clouds  passing  behind  the  eastern  gable  of  the 
church . 

5l5/ifc  x4'/2 

Tujo  proofs. 

AO,  PM  A 

Second  State. 

There  are  new  ripples  and  reflections  in  the  brook,  and  more  work  has  been 
added  to  the  foreground  and  the  hillside. 

Two  proofs. 

BPL 

Third  State. 

The  lower  margin,  with  the  title  and  inscription,  removed.  A flight  of  rook?  is 
above  the  stone  wall  to  the  right  of  the  tower,  and  passiria  behind  the  touer, 
leads  out  of  the  picture  at  the  top  above  the  gable  of  the  nave.  There  is 
still  more  work  in  the  foreground. 

5x4'/2 

Five  proofs. 

AO,  BPL 

At  this  stage,  through  the  mordant  penetrating  a new  ground,  the  plate  suf- 
fered from  much  foul  biting,  ttie  partial  removal  of  which  weakened  it. 
Succeeding  states  represent  efforts  at  restoration. 

Fourth  State. 

A cross  has  been  added  on  the  gable  over  the  east  end  of  the  nave.  The 
lower  clouds  to  the  left  of  the  east  end  have  been  removed  The  sky,  church, 
wall,  and  hillside  are  oil  much  paler,  and  show  some  inegualities  in  the  tones. 
The  shadows  of  the  hillside  and  the  foreground  arc  darker. 

One  proof . 

Fifth  State. 

The  light  space  of  sky  onfhe  right  is  reduced  in  sge;  and  on  it  to  The  right  and 
above  the  tower  appears  a crescent  moon . The  tones  are  improved. 

One  proof. 

Sixth  State. 

The  moon  has  been  removed  and  re  etched,  still  as  a crescent,  above  and  to 
left  of  the  tower.  Rooks  now  appear  only  above  the  roof  of  the  nave.  The  clouds 
are  now  more  clearly  defined.  The  workon  the  hillside  appears  to  be  restored 
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The  foreground  is  carried  much  nearer  completion;  ond  leaves  oT  herbs  grow 
near  the  stepping-stones.  New  mork  has  covered  and  obliterated  the  signa- 
ture. A stone  uuhich  jutted  from  the  bank  of  the  brook  on  the  right  has  been 
removed  . Weakness  resulting  from  the  erasure  of  the  foul  biting  is  not  yet  up 
parent. 

Five  proofs. 

BPL,  LC 

Seventh  State. 

The  moon  is  again  redrawn,  it  is  in  practically  the  same  place  but  islarger  and 
more  bowed.  A light  cloud  passes  behind  the  tower,  reliev  ing  it,  and  is  arched 
over  rhe  light  in  the  west.  The  clouds  in  the  upper  sky  are  now  lighted  only  a 
long  their  lower  edges.  The  foreground  is  completed  and  strengthened  and 
the  shadowy  parts  of  the  hillside  are  darker.  Ihe  general  effect  is  now  of  a 
later  time  of  day. 

Twenty-five  impressions,  selected  from  a large  number.  The  rest  weredestroyed 
AO,  BPL,  FAC, GAS,  PMA,  RA 

Eighth  State. 

Reeds  have  been  added  in  the  lower  right  corner. 

One  impression 

AO  (touched  with  Chinese  white -.  the  moon  is  a bit  larger. 

Ihe  plate  deteriorated  rapidly  owing  to  the  general  weakness  of  the  lines  af- 
ter the  grinding  out  of  the  foul-biting. 

Unpublished. 

A drawing  of  the  subject  is  in  the  Dav  id  Ciould  Collection , and  a wafer-col- 
our is  recorded  as  having  been  made  in  1923. 


The  church  which  forms  purf  of  this  subject  is  thatof  St.  Michael,  at  Duntis- 
bourne  Rouse,  a small  and  still  remote  and  secluded  village  in  Glouces- 
tershire, three  or  four  miles  from  Cirencester  and  not  far  from  the  Roman 
Akeman  Street.  It  stands  on  sloping  ground  above  a vallev  rhrough  which 
runs  a stream,  Daglingworth  Brook,  a tributary  of  the  Chum.  It  wjiII  be  not 
ed  that  the  plate  is  dedicated  to  the  memory  of  Ernest  Gimson;  it  is  here 
that  Gimson  had  been  married.  Norman  Jewson  has  written  about  the 
church  ; 'Small  and  in  the  best  way  humble,  it  has  examples  of  the  work  of 
almost  every  period.  There  is  evidence  of  Saxon  building  in  herring-bone  work 
m the  north  wall.  The  whole  church,  except  part  of  this  wall,  was  apparently 
rebuilt  in  the  twelfth  century;  and  rhe  chancel  remains  little  altered  except 
for  the  roof.  The  south  door  is  Norman,  like  the  crypt.  The  font  is  of  the  fhir- 
teenrh  century;  one  of  the  nave  windows  of  the fourfeerwh;  and  the  sedilia 
of  the  fifteenth.  The  tiny  tower,  with  its  saddle  back  roof,  is  of  the  early  seven- 
teenth century;  on  one  of  its  stones  are  cut  the  names  of  its  builders.  The 
benches  and  pulpit  belong  to  the  eighteenth  century;  the  nineteenth  for- 
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tunately  added  littlecxcepf  a stove.' 

Everything  about  it  is  small  - the  parish  of  something  over  two  thousand 
acres,  and  about  a hundred  people;  the  village  above  which  it  stands; 
the  pastoral  valley  and  stream  which  it  lias  overlooked  tor  perhaps  a 
thousand  years. 

As  to  the  etching,  the  artist  has  allowed  imagination  to  work  in  sympathy 
with  the  actual  scene,  to  create  from  its  syrnpotheticsuggestiveness  of  an- 
aentdays  and  unrecorded  history  a touching  memorial  to  one  of  England  s 
secret  places. 


The  artist  s notes  on  the  biting  of  this  plate: 

first  biting  March  10,  1927  Temp:  64  Nitric  Vz  strength 
Sky  lightest  3 min. 

Sky  not  lightest  3 min 
Sky  darkest  3 min. 

Church  7min. 

foregiound,  some  slopes  and  light  patches  of  grass  8 min 
Wall  and  further  fop  slopes  and  remainder  of  subjecr  5min. 
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37.  DUNTISBOURNE  ROUSE  VII 


38.  CASTOR 


I ii>i  Suite.  192  7 

With  a lower  marain ; in  it  t tic  title,  Castor.  Ihe  figure  is  unfinished,  and  in  out- 
line only.  The  foreground  is  also  incomplete,  the  pa thuua y and  road  being 
left  white.  Before  the  sky.  the  initials  and  date,  E.  L.G  1927,  are  within  the 
subiec  t at  the  right-hand  corner. 

( ) '/l6  X 4V4 

One  proof. 

BIT  (touched 

Second  State. 

the  title  has  been  erased,  and  a dedication  is  in  its  place  : 
lo  rny  friend  George  de  Serionne 

The  figure  is  darkened  with  new  work  Broken  lines  in  the  spire  are  mended, 
and  the  work  on  the  cottages  is  strengthened  hereand  there. 

Two  proofs. 

Third  Stare. 

Ihe  margin  has  been  cur  off.  The  figure  has  been  largely  re-etched,  arid  in- 
stead of  a coat  he  now  wears  a smock . The  grass  on  the  bank  between  the 
road  and  the  path  has  been  added  to  and  darkened  in  several  places. 

Some  foul-biting  in  the  blank  space  of  the  sky,  and  in  the  foreground  is  removed. 

SVs  x 45/8 

Nineteen  impressions. 

AO,  BPL  2(1  touched^),  FAC,  GAS,  LC 

Fourth  Stare. 

Tire  foreground  is  now  nearly  completed  with  much  new  work ; the  parir  and 
rood  hitherto  lefr  white  being  now:  greyed  by  lines  of  modelling;  and  there 
are  more  scattered  stones  on  the  ground. 

Two  proofs. 

AO(fouchcd),  SM 

Fifth  Mate. 

A sky  of  driffinq  cirro-cumulus  clouds  is  lighrly  sketched  in . 

Two  proofs. 

AO  (touched;,  BPL 

Sixth  State. 

With  birds  flying  about  the  tower,  and  one  bird  ro  the  left  of  the  ruined 
c ortage  chimney.  Ihe  upper  part  of  ihe  sky  is  completed,  and  a streak  of 
cloud  appears  behind  the  spire.  There  are  minor  additions  over  most  of 
the  piatc,  ro  the  general  strengthening  and  enriching  of  The  whole. 
Eighty-nine  impressions. 

AO,  BMFA,  BPL,  FAC,  FW,  GAs,  NGC,  PM  A,  RNB,  VSA 

The  copper  (which  hud  once  been  etched  by  Edgar  Wilson)  was  an  old  and 
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ver>  hard  one,  and  Urns  wore  excellently  and  yielded  a large  number  of  impress 
ions.  An  impression  from  the  cancelled  plate  is  in  the  Ashmolean  Museum.  A 
pencil  drawing  of  the  subject  is  also  in  the  Ashmolean,  and  an  earlier  pencil 
drawing  (1914)  is  reproduced  on  p.119  of  Highways  A Byways  in  Northampton 
shire  A Rutland. 

Ihis  subject  represents  what  was  until  recently  an  actual  scene  at  Castor,  the 
Northamptonshire  village  of  very  ancient  memories,  five  miles  west  of  Peter 
borough  on  Ermine  Street.  Some  links  in  its  long  historic  chain  are : its  Roman 
origin;  the  foundation  in  the  seventh  century,  amid  Roman  rums,  of  anunrieryby 
Kyneburga,  daughter  of  Penda,  King  of  the  Mercians,  and  wife  of  Alfred,  King 
of  Northumbria,  her  abbacy,  death,  and  burial  there;  the  translation  of  hei 
body  early  i n the  eleventh  century  to  Peterborough,  described  in  theAnglo- 
Saxon  Chronicle;  and  the  dedication  to  her  of  the  Norman  church  iri  S 124 . The 
church  is  the  only  one  in  England  dedicated  to  tfiis  saint.  Ermine  Street  here 
was  known  as  Lady  Coneyborough  s Way,  from  the  tradition  that  n miracui 
ously  appeared  before  heras  she  fled  from  ruffians.  St.Kyneburqa's  church 
stands  high  above  the  road,  and  the  Norman  tower,  which  is  one  of  the  rich- 
est in  England  in  decoration  of  its  period,  is  conspicuousfrorn  low  ground  to 
the  south.  The  parapet  and  spire  are  of  the  fourteenth  century. 

Comments  by  the  artist  on  this  plate,  in  letters  to  Russell  Alexander 

18  July  1927.  I'm  just  finishing  Castor , X though  I knew  it  didn't  make  much 
of  an  appeal  to  you  when  you  first  saw  it,  I knew  you  II  like  it  now.  ror  myself  I like 
it  better  than  Duntisbourne,  X Nina  does  too.  An  old  countryman  now  in  a 
smoek  has  got  himself  etched  into  the  subject- a man  of  the  sortl  wanted, 
an  old  Enulish  countryman  of  the  sort  we  love.  You  may,  in  a way,  be  sorry 
for  him,  but,  by  the  Lord,  you  may  not  pity  him-he  might  more  reasonably  offer 
pity.  He  makes  all  the  difference  to  the  picture,  which  in  itself  is  now  much  rich- 
er A brighter-rather  of  theLinri  Bridge  type  you  admire. 

I Sept : 1927.  There  was  an  appropriateness  in  my  dedication  to  George  deSer 
ionne.  He,  a Frenchman,  is  full  of  apostolic  ^eal,  A spends  much  of  his  money 
in  missions, X is,  now,  like  hisNorman  ancestors,  ardently  English  in  outlook 
A a love  of  this  country.' 


Notes  made  by  the  artist  during  the  biting  of  this  plate: 

May  1927.  Temp.  66  English  mordant  2/3 
Lightest  parts  of  spire  4 min. 

Tower  12  min 

Stoncmarkings  on  sunny  side  of  cottage  ruins  18  min. 
Chimney  ruin, and  farthest  window  25  min. 

Block  under  tower  55mm. 

All  out  45min. 
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38.  CASTOR  VI 


The  Alexander  Catalogue  ended  with  the  plate  ot  Castor , the  remainder 
of  this  Catalogue,  written  by  this  biographer,  begins  therefore  with  Launds  . 
A further  volume  to  be  done  by  Alexander  was  in  therninds  of  both  Griggs 
and  Alexander,  but  whatever  work  on  it  was  accomplished  has  now  van 
ished;  dependence  has  been  made  on  the  Catalogue  by  Campbell  Dodgson, 
published  after  Griggs's  death,  and  on  the  artists  notes  and  other  refer- 
ences which  have  become  available.  There  are  some  variations,  often  minor, 
from  the  Dodgson  Catalogue : these  are  in  the  nature  of  corrections. 

Griggs,  ina  letter  to  Alexander,  speaks  of  Launds  as  a good  beginning  of  the 
new  Catalogue.  That  book,  if  itever  isdone,  must  have  more  varieties  of  Old 
England's  beauties  than  the  last -more  of  the  country  and  the  people. 
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39.  LAUNDS 


Fust  State.  1928 

Fhe  plate  is  unfinished.  I he  foreground  up  to  the  retaining  wall  isblarik,  the  Iouj- 
er  margin  is  nnoeeupied.  The  distance  in  the  center  is  i n drypoint  (temporarily, 
and  tor  t tic  purpose  of  immediate  exhibition  only),  with  rlistarit  dowriland, 
quarried  cliffs,  and  a windmill  Signature  and  date,  F.L. GRIGGS  MCMXX  VIII 
are  on  the  face  of  fhe  middle  buttress. 

75/8x978 
One  proof. 

Ibis  was  exhibited  at  fhe  Royal  Academy  in  1928  as  A Sussex  Landscape. 

Second  State. 

Still  without  immediate  foreground.  The  center  is  noa  closed  u ith  ucr^  and 
ivy-clad  ruined  walls,  as  originally  intended.  In  the  marain  is  etched  -. 

To  my  friend  BEN  JAMIN  MARTIN  CHANDLER 
The  subject  is  enriched  with  additional  work  in  many  parts. 

Two  proofs,  one  in  reddish  ink 
AO  (black  ink 

Third  State. 

The  foreground  is  now  etched ; the  lower  margin  and  dedication  remain. 

Four  proofs. 

B PL , RA 

Fourth  State. 

The  margin  and  dedication  have  been  cut  off. 

b5/4  x 97/8 

One  proof. 

Fifth  State. 

Completed  for  publication,  with  further  work  resulting  in  richer  tones. The  sheep 
have  been  remodelled  and  two,  in  shadow  and  on  the  riahf,  hove  replaced  the 
one  merely  indi cared  in  the  pre\ ious  states. 

Seventy  impressions,  with  DHPand  numbered  in  ink  on  the  back,  irrespective  of 
the  order  of  prinfina. 

AO  1 (l  touched BMFA,  BPL,  CM  A,  FAC,  GAS,  LC,  LR,  PV1A , RA 
Sixth  State.  192° 

In  the  left  lower  corner  a new  date,  1928-29,  is  scratched  in  dry  point.  The  foliage 
of  tfie  trees  on  the  left  ts  more  solid,  and  those  on  the  right  have  been  further 
modelled  and  darkened  The  small  bush  in  the  right-hand  foreground  now; 
appears  rather  as  a number  of  leaves  than  as  a light  mass. 

One  proof. 

AO 

Seventh  State. 

The  trees  in  the  middle  distance  and  the  ruins  have  been  strengthened  in  tone, 
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and  there  arcothcr  minor  diffcrericesin  modelling  and  enrichment. 

One  proof. 

AO 

f ighth  Mafe. 

Rooks  are  note  circling  about  ihe  frees  near  the  ruins.  The  light  space  seen  above 
the  heritor  i through  the  irees  on  the  left  is  filled  with  a grey  distance.  The  cen- 
ter and  right  half  ol  the  ruins  have  been  altered  in  contour . 

Mine  impressions,  lettered  A-l. 

AO,  BPL.GAS 


Nearly  all  rhe  impressions  of  fheFifthand  Lighth  States  arc  cut  down  to  the  outer 
edge  of  the  plate-mark 

The  dedication  is  to  a great  and  old  friend  of  the  artist,  a Bostonian  who  had 
settled  ncareampden. 

Letters  from  trie  artist  to  Russell  Alexander,  concerning  this  plate  . 

2 Apr  1928. ... Meanwhile  rtic  plate  progresses -but  Tin  stumped  fora  name, 
it's  a jolly  scene  in  warm  sunlight,  nearly  all  trees  surrounding  a mass  ot  ruin- 
ed walls  (ot  a castle,  or  old  house  partly  defensiv  e in  character,  as  an  old 
moat  is  in  the  foreground  ).  But  it  donr  looksad  Do  you  like  The  Moat 1 or 
The  Pleasance?  or  an  old  name  like  Sedany?' 

4 Apr : 1928.  The  new  plate  progresses.  Very  old  English!  Very  summery  too,!  hope. 
Here's  the  elements.  An  old  historic  ground,  old  walls , ivy,  trees,  5 more  trees 
The  sound  of  jackdaw  s,  X twitter  of  birds.  No  figures.  Sheep  gracing.  Thoughts 
of  Dead  X gone  pegpleof  history  connected  with  the  place ; Thoughts  of  dead 
loyalties.  Some  sadness  for  beauty  departed.  Some  gladness  that  nature  has 
recompensed  the  scene  with  her  own  tender  beauty.  And  the  title  ( rather 
hinting  of  these  things^  of  Summer  Garland  suggested  itself.  Not  very  rea- 
sonably perhaps,  but  ujitfi  other  things  beside  reason  to  recommend  it  X almost 
make  it  reasonable.  Fh 7 Eh  7 Will  y ou  let  your  mind  chcw:  ov  er  it  X see  wheth 
er  it  is  digestible  ? And  ask  your  eyes  X ears  how  thev  like  it  on  a larger  acquaint- 
ance. 

Easter  Sunday  1928.  I shall  have  a proof  of  Summer  Garland  (which  is  its  name 
pro  tern  X I should  be  so  anxious  to  know  how  you  like  it.  Its  been  a areatlark 
to  do  it- in  some  ways,  in  others,  no  plate  of  mine  was  ever  done  under 
greater  difficulty- notto  say  unhappiness.  It  began  on  Thursday  March  29th 
with  the  study,  which  was  a poor  idea  in  embryo.  Friday  30th  was  spent  in 
retouching,  tracing  X transferring  it  to  the  copper.  Saturday  31st gave  me 
half  an  hour  or  so  only  as  I had  to  go  to  Gloucester  for  the  first  meeting  of 
the  New  Gloucestershire  Presentation  Society.  Sunday  April  1st  Needling.  Mon- 
day 2nd  Needling.  Tuesday  3rd  Needling-  three  very  happy  day's  work.  Wed- 
nesday 4fh  William  Weir  came  to  give  me  advice  about  tinkering  for  theNew 
Dover's  House-sonoefching.  Fhursday5th  needling  again.  Friday  6th  do. 
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Saturday  7th,  morn : a littlemorcdruwmg  with  the  needle,  X some  stopping 
out -in  intervals  of  interruptions.  Atm  biting  begun  X completed  with  a fierce 
mordant  (which  with  much  unhappy  preoccupation  mighthave easily  ruin- 
ed it)  X a proof  taken  before  tea  time.  Ihe  plate  is  in  a very  good  and  promis- 
ing i irst  state-even  untouched.  I shall  try  tocomplete  it  without  burnisher 
or  graver  (apart  from  any  necessary  erasures;  X with  only  more  etching. 
And  it  looks  altogether  as  if  it  s going  tobeone  of  the  well-behaved  \ uuillinq 
plates!' 

Whit  Monday  1928.  Summer  Garland  is  to  be  tackled  X finished  of  f at  once.  It 
will  lose  that  name,  which  don  t wear  well  enouqh,  somehow.  I d thought 
of  Autumn  - which  is  really  more  descriptive  if  less  allusive  - though  it  has  al- 
lusions too.  Ihe  fallen  bough,  the  bare  trunks,  5 other  withered  ones.  Also 
the  ruins.  I was  going  to  say  "X  my  own  autumn  but  danged  if  I feci  like  it, 

X a man ",  dang  it,  is  as  old  as  he  feels 

'24  Apr.  1928.  I don't  seem  to  have  brains  for  anything  now,  it's  all  along  of 
this  etching  which  I've  been  very  hard  at,  X have  tired  myself  out  over.  So 
far  as  I can  see  it's  one  of  the  amiable  well  conducted  ones -setting  loyalty 
to  me  above  even  the  blandishments  of  thestrongest  acid.' 

To  M B. Walker : 

15  Nov.  1928.  Am  finishing  off  a new  plate  which  promises  well  It  prints  eas- 
ily, which  is  one  advantage  it  has  over  most  of  mine,  and  carries'  on  the 
wall  as  well  as  in  the  portfolio.  If  Blakcman  can  print  it  for  me  it  will  release 
me  for  a bit  more  fresh  air,  and  a basking  in  the  sunshine  of  your  presence, 
friendship X glowing  heart-  which  always  do  me  more  good  than  all  the 
ultra-violet  rays  I could  absorb  on  theRi\  lera! ' 

' [n.d.J  this  fifth  was  to  nave  been  the  final  state,  but  rherehad  been  some  dif- 
ficulty m printing  the  distance  with  sufficient  strength.  The  first  effort  to 
strengthen  this  part  of  the  plate  is  not  apparent,  but  it  appears  in  the  sev- 
enth and  eighth  states  with  the  differences  noted.  This  was  notan  effort 
to  prolong  the  life  of  the  plate  by  strengthening  a wearing  portion;  from  the 
first  it  was  only  now  X then  (by  chance  as  it  seemed;  that  the  distant  frees  and 
ruins  printed  as  I wished,  and  my  intention  was,  if  the  effort  at  improvement 
succeeded  and  yielded  a fair  number  of  good  impressions,  to  destroy  many 
of  the  earlier,  i.c.  fifth,  state  in  favour  of  the  last.' 

The  artist  s notes  on  the  biting  of  this  plate: 

April  1928  Temp.  64  Nitric  "W 
Distant  trees.  Top.  14  mm. 

Distant  lower  branches  and  trunks  20  min . 

Biting  thereafter  much  too  rapid  and  confused  tofollow.  Strongest  lines  were 
probably  no  more  than  half  an  hour,  or  at  most  40  minutes  in  the  bath  - this 
refers  to  brick  and  stone  markings. 
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I II A SQNnVl  6t 


40.  ST  PETER'S,  BART0N  0N  HUMBER 

Drypoint. 

First  State.  1928 

The  toiuer  wholly,  and  the  western  galilee  partly,  are  completed.  I tie  outlines 
of  the  rest  of  the  subject  are  seen.  Unsigned  and  undated. 

9?/8x63/4 

One  proof. 

BPL 

Second  State. 

The  church  is  completed  except  for  the  lead  roof  of  rhe  nave  and  the  small 
portion  of  the  north  porch  visible  on  the  left. 

One  proof. 

AO 

Third  Stare. 

The  whole  church  is  completed,  but  the  rest  of  the  plate  is  still  in  outline  only. 
One  proof. 

AO 

Fourth  State. 

The  grass  of  the  churchyard  and  rhe  heavily-shaded  retaining  u ail  have 
been  completed. 

One  proof 
AO 

Fiftfr  State. 

The  roadway,  and  the  grass  at  the  foot  of  the  retaining  wall  and  on  rhe  far 
side  of  the  roadujay,  are  now  drawn.  The  tombstones  are  shaded,  and  rhcic 
is  more  grass  in  the  churchyard . Marks  caused  by  faulty  burnisher  are  appar- 
ent lefr  and  right  in  the  sky. 

One  proof. 

RA 

Sixrh  State. 

The  two  headstones  nearest  rhe  church  have  become  one.  Some  of  the  scratch- 
es in  the  sky  have  been  burnished  out. 

One  proof. 

BPL 

Seventh  State. 

lhe  two  headstones  on  the  right  have  become  enlarged  and  touch  each  other. 
The  sky  has  been  cleared  of  practically  all  the  scratches. 

One  proof . 

AO 
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tiqhth  State. 

The  roadway  and  grassy  foreground  at  theloruer  edge  of  the  picture  have  been 

completed. 

luuo  proofs. 

AO,  BPL 

A penal  drawing  (1912)  of  the  scene  is  reproduced  on  p 190  in  Highuuays  X Byways 
in  Lincolnshire;  the  original  is  in  tire  David  Gould  Collection. 


Lhc  church,  a small  one  near  rhe  mouth  of  theHumber  in  Lincolnshire,  is  rtor  listed 
irt  fris  l it  tic  Churches  series,  it  Lrelongs,  rather,  to  thelarger  Book  recording  the 
distinctively  English  character  of  our  landscape  and  architecture  . It  is  par- 
ticularly interesting  for  its  Saxon  tower,  whose  fop  storey  is  Norman  The  little 
galilee  ft<ts  doorways  on  the  north  and  south  and  two  round  ujincioujs  on 
the  west.  Inside  the  nave,  on  the  tower,  the  grooves  of  the  original  steeper 
nave-roof  can  be  seen.  The  setting,  amid  the  flatlands,  gives  the  scene  a 
quality  Saxon,  mysterious,  sombre  so  beloved  by  the  artist. 


Letters  from  the  artist  to  Russell  Alexander  comment  on  this  plate : 

25  Aug  . 1928.  A new  dry-point  half  done  . St. Peter  s,  Barron -on  Humber.  A J. Fin 
berg  acquits  it  of  the  charge  of  Bond  Street  touch  -mess. 

12  Sepr.  1928  Barton  onHumbcr  has  failed  me.  I don't  grieve  particularly  ex- 
cept because  I cannot  have  the  pleasure  of  ripening  it.  I might  have  ripen 
ed  it  into  a rich  & sombre  X restful  scene  - which  is  what  I wanted  to  do  - 
but  that  chance  has  gone.  Of  these  nine  prints,  whatever  their  individual 
qualities  as  such,  each  impression  showed  a weakening  of  the  work  in  all 
but  that  which  had  been  newly  added.  Comparison  showed  that  the  work 
needed  constant  renewal  in  order  to  keep  it  up  to  strength.  It  may  have 
been  a Faulty  copper  plate,  or  loss  of  skill  in  the  method  that  was  to  blame, 
but  af  ter  the  two  proofs  of  the  eighth  state  were  taken  if  seemed  hopeless 
to  proceed  towards  abetter  finish  of  the  subject  and  the  plate  was  destroyed. 
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40.  ST. PETER'S,  BARTON  ON  HUMBER  VIII 


41.  ST.  MARY'S,  NOTTINGHAM 


First  State.  1928 

Hie  whole  ol  the  subject  is  etched  except  thegrass  on  thcleFt  and  across 
the  foreground  at  the  lower  margin  In  this  lower  margin  is  the  dedication: 
lo  flic  memory  of  my  friend  Edward  Sulkcld  Burrow 

7V4  X 103/6 

One  proof. 

AO 


Second  State.  1929 

Still  with  margin  and  dedication,  fhe  foreground  is  completed  and  the  darker 
parts  of  the  building  have  been  much  strengthened. 

I wo  proofs. 


AO 


lhud  State. 

1 he  lower  margin  and  dedication  have  been  cut  off.  Ihe  various  planes  have 
been  more  strongly  emphasised.  the  initials  and  datc.F  L G.  1928,  have  been 
etched  amid  very  close  shading  . W ithout  the  rain-shower. 

7 '/2X IO  3/8 

Nineteen  impressions,  numbered  irnnk  on  the  back,  I 19. 

AO.BPL,  FAC, GAS,  NGC 


Fourth  State. 

The  sky  is  darkened  at  the  upper  edge  of  the  picture.  Ihe  gentle  shower  now 
falls  to  the  riaht  of  the  tower.  Generally,  the  plate  has  greater  emphasis,  which 
is  strona . 

Seventy-six  impressions,  numbered  in  ink  20-95  and  stamped  DHPon  the  back. 
One,  of  unrecorded  number,  was  destroyed. 

AO,  BM  FA,  BPL,  FAC,  GAS,  LC,LR,  PM  A,  RA,  RNB 

A pencil  drawing  ( 1915)  of  the  subject  is  reproduced  on  p 57  in  Highways  X 
l)\  ways  inNoftinghamshire. 


F!  us  magnificent  cruciform  church  was  built  in  the  middle  of  the  fifteenth  cen- 
tury. It  stands  prominently  upon  St  Mary  s Hill,  the  nucleus  of  the  old  town  of 
NottingFiam ; and  its  extraordinarily  large  windows  give  the  impression  that 
it  is  enclosed  not  so  much  by  walls  as  by  glass.  In  the  morning  light  the  little  fig- 
ures of  the  gravedigger  and  an  onlooker  are  conrrasted  with  the  almost  over- 
awing majesty  of  the  church,  to  give  the  scene  a tender  and  slightly  melon 
choly  feeling. 
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The  artist  s notes  on  the  biting  of  this  plote: 


Oct:  1928  Temp67  Rhmds  2/s 

11- 02  Tops  of  battlements  and  buttress  slopes,  etc. 

Lead  of  chancel  roof,  light  side  of  tombstones 
II  54  lower,  furthest  half  of  nave  clerestory,  topof  tree 

11  52  Nearer  half  of  nave  clcrcstoiy 

12  9 Chancel  and  nave  (not  vestries  beneath  both) 

12- 24  Little  transept  to  left 
12-41  All  out 


10  min 
15  mm. 
19  mm 
24  min 
30mm 
55  mm. 
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41  ST.  MARY'S,  NOTTINGHAM  IV 


42.  THE  MAYPOLE  INN 


First  State.  1929 

liu  plate  is  nearly  c ompleted.  In  the lower  margin  is  the  dedication ; 

To  my  tnerid  J.C. Squire 
Before  any  signature  or  «>k\ . 

MO 

I n o proofs. 

Second  State. 

The  Ion  cr  margin,  with  its  dedication,  has  been  cut  off.  the  timbers  of  r tie  gable 
over  the  archway  are  lighter;  those  above  the  window  of  the  second  gablcfrom 
the  left  are  redrawn;  there  are  now  more  of  them,  closer  together.  The  side  of 
the  half-timbered  rung  is  darker,  the  stump  of  the  Inn  sign  (a  maypole),  form- 
erly white,  is  now  darkened.  Stones  by  the  roadside  have  been  added,  and  the 
stream  of  water  which  flows  from  the  watering  pool  on  the  left,  prev  iously  in  un- 
dulations, as  if  over  a rocky  bed,  now  fulls  into  the  hollow  below  the  pool.  The 
whole  plate  is  darker  and  more  solemn  generally.  Still  before  the  signature 
and  sky. 
fa  5/8  X 915/lfe 
One  proof. 

AO  (touched; 

Ihird  State. 

A signature  and  date,  F.L.G.  IQ29,  arenow  etched  in  the  rutsof  the  road,  there 
ctrc  no  highlights  on  the  figure;  notes  of  accent  arc  added  in  other  parts;  and 
tfiC  subject  is  i row  completed  except  for  the  sky,  rhouqh  rhe  eurhei  impressions 
of  this  store  were  printed  with  needle  in  hand'. 

Fifty-three  impressions,  numbered  in  Arabic  numerals.  Thefirst  twenry  -nine 
(so  numbered)  were  printed  by  the  artist,  theremainder  by  Charles  Blakeman. 
AO  2 (l touched  , BMFA,  BPL.CMA,  DO , FAC, GAS,  LC,  LR,NGC,PMA,  RA,  R\B 

Fourth  State. 

A sky  of  ci  rro  - cu  mu  1 1 is  clouds,  breaking  and  dispersing,  etched  The  buttress 
on  rhe  right  of  the  near  bay- window  is  now  wholly  covered  with  ivy. 
Twenty-six  impressions,  all  printed  by  rhe  artist,  and  numbered  in  Roman 
numerals  L I V - L X X I X , with  the  DHP  stamp  on  the  back. 

AO,  BPL,  FAC,  GAS,  RNB 

A pencil  drawing  of  the  subject  is  in  the  Boston  Public  Library. 

Griggs  wrote  that  twenty-four  impressions  of  the  Third  State  were  printed 
under  my  constant  supervision  by  C. Blakeman  These  arethc  only  printsof  any 
of  my  plafes  printed  by  Blakeman.  I have  been  training  him  for  more  than 
three  years, 5 even  he,  young  A strong,  seems  to  have  found  it  too  tiring  X rry 
mq,  for  on  completion  of  the  printing  he  announced  his  decision  not  to  go  on 
w ith  the  work  but  start  anew,  out  of  Campden,  with  something  else.  He  said 
he  did  not  like  printing  well  enough  as  an  end  in  itself.  His  prints  in  this  tirage 
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are  stamped  DHPin  black.  [ Ihese  impressions  were  taken  I ram  the  steel  laced 
plate;  ihesteel  facing  teas  ihen  removed.]  Altogether  it  lias  been  a difficult  X 
tiresome  plate  to  print, X feu.)  of  the  impressions  please  me.  That  may  be  partly 
due  to  the  difficulty  of  getting  blaek  inks  and  oils  of  the  old  quality.' 


In  this  plate  there  is  a return  to  the  ever-sad  subject  of  a decaying  Inn  long  a 
bai rdoned  on  a highway  no  longer  much  (ravelled.  The  stump  of  the  Inn  sign 
is  the  only  remnont  showing  itsformer  use,  once  so  I lourishmg. 


The  artist’s  notes  on  thebiting  of  this  plate : 

Nov : 1929  Temp:  64  \ i trie  3/4  strength 

Roofs  IO  min.  except  near  lightone-8min. 

Liqht  side  of  bay  to  R.  of  figure.  Stonework  befeueen  archway  and  stone 
window  near  figure.  A few  other  light  touches.  5 mins. 

Shady  *ide  of  half-timbered  wing  (except  windows).  Light  side  of  whole  of 
distant  gable,  etc.  9 mins. 

Distant  barns,  top  of  larger  half-timberedgable.  Oriel  to  right,  distant  grass 
to  right,  and  to  left.  Nearest  shaded  gable,  and  light  parts  of  two  nearest 
chimneys.  14  mins. 

Tree  on  left,  remainder  of  grass,  ivy,  whole  of  gable  over  gateway,  outline 
of  fruit  tree  to  left.  18  mins. 

All  except  dark  side  of  two  nearer  gable  roofs.  23  mins. 

All  out.  27 mins. 

Second  biting.  Nov. 5, 1929  Drawn  with  a line  needle  - very  fine  needle. 

Light  grass  below  stone  bay.  12  mins. 

Distant  patch.  IS  mins. 

Right  hand  grass  across  road,  foreground  grass, except  nearest  patch  I9mins. 
Ncaresr patch  22 mins. 

Stonemarks  at  top  of  big  gable  (except  extreme  top).  27  mins. 

Third  biting.  Same  conditions. 

Light  side  of  second  bay  from  left.  lOmins. 

Coping  of  wall  Coping  of  gable  to  right.  Light  touches  around  pool.  Wall 
and  grass  touches.  14  mins. 

Lower  part  of  wall  of  barn  to  r.  Darker  parts  of  ivy  to  right.  18  mins. 

Fourth  biting.  Same  conditions. 

The  ivy  on  gable  to  right,  part  of  rear  foreground -across  the  road,  and  the 
timbered  gable  to  left  had  been  erased  and  re-etched, 
figure  shading.  12  mins. 

Gable  fop  of  half  timber.  18  mins. 

Ivy  to  right,  new  foreground  work  across  road.  25  mins. 
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42.  I HE  MAYPOLE  INiN  IV 


43.  LONE-END 


First  State.  1930 

In  fhe  lower  margin  is  the  signature,  F.L.  Griggs,  and  an  inscription: 

To  my  friend  Philip  Sidney  Stott -in  Tribute  for  his  generous  Care  for  Re- 
mains of  Rural  England 

75/:fe  x 10  5/8 

three  proofs. 

AO  (2  touched),  BPL 

Second  State. 

fhe  signature  and  dedication  have  been  erased.  Instead,  a quotation  from 
the  Shepherd's  Calenelar  of  Edmund  Spenser  islightly  etched  ma  single  line: 
RESORT- OF  PEOPLE  DOTH  MY  CREEPS  • AUGMENT:  THE  WALLED 
TOWNS  • DO  YVORKE  MY  GREATER  WOE  ■ 

Slighr  alterationshavebeen  made  to  the  outline  of  the  trees.  The  initials 
TLG  are  within  the  right  lower  corner. 

Five  proofs. 

BPL.NGC 

Third  State. 

Ttie  marginal  inscription  has  been  erased  and  fhe  foreground  riouj  reaches 
to  the  edge  of  fhe  plate.  A feu.  minor  points  of  emphasis  have  been  made . 
Ninety  impressions. 

These  are  stamped  uuifh  DHPon  thebuckand  numbered  1-90,  irrespective  of 
the  order  of  printing.  The  prints  vary  as  to  colour  arid  paper  somewhat,  but 
arc  fairly  uniform  in  quality.  The  artist  stated,  The  ideal  was  a sunny  warmth 
of  paper  and  ink  without  brownness.' A few  of  fhe  earlier  impressions  only 
were  printed  from  the  steel  faced  plate;  the  steel  facing  was  then  removed. 
AO,  BMFA,  BPL,  FAC,  GAS,  LC,  LR,  PM  A,  RA,  RNB 


Of  the  two  touched  proofs  of  The  First  State  m the  Ashmolean  Museum,  one  has 
sepia  touches  on  the  free-tops  and  near  the  roadway;  and  in  the  other  thcetch- 
ed  dedication  to  Stott  in  the  lower  margin  has  been  scraped  out  and  replaced 
by  new  lettering  in  pen  3 ink,  which  was  subsequently  etched  on  the  plate  in 
the  Second  State;  there  is  no  signature. 

An  India-ink  wash  drawing  of  fhe  subject  is  in  the  Boston  Public  Library. 

The  dedication  is  to  the  owner  of  fhe  Manor  House  at  Stanton,  below  fhe  hill 
from  the  artist's  home  in  Campaen . He  helped  to  put  into  good  repair  many 
of  the  houses  and  cottages  in  his  village  and  in  the  vicinity,  and  was  an 
enthusiastic  supporter  of  similar  efforts  elsewhere. 


This  plate  is,  of  course,  the  artist's  expression  of  grief  over  the  terrible  losses 
suffered  by  Cistercian  monasteries  at  the  time  of  the  Dissolution,  when  the 
Order  was  suppressed  and  many  of  its  buildings  burned.  Here  we  see  fhe 
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church  roofless  and  the  monosric  buildings  put  to  other  uses.  In  Priory  Farm 
and  Fen  Monastery  are  Found  similar  pathetic  scenes  uuhich  emit  anguish- 
ed cries  of  regret  and  indignation . 


1 he  artists  comments  on  this  plate  in  letters  to  Russell  Alexander : 

'll  June  1950.  This  young  plate  has  been  a comfort  of  sorts.  Well-behaved, 

X hasn't  given  us  a bit  of  trouble  since  birth . It  feeds  uuell  X is  a health)  aver- 
age specimen,  much  admired  b\  all  mho  have  seen  it.  Seriously,  it  s a long 
u.a\  from  being  a failure.  A variation  on  the  theme  of  Priory  farm.  It  has  no 
name  yet-  usual  difficulty.  I’m  not  a printing  of  it  off  because  I rn  going  on  to 
another  at  once -Tattershal I.1 

16  Dec:  1930.  ...Sir  Stephen  Harding  was,  if  I remember  aright,  the  founder  of 
the  Cistercian  Order,  X an  Englishman.  The  remains  of  the  various  Cistercian 
Houses  up Xdocun  the  counrry  are  as  English  as  they  can  be.  What  a herit- 
age uuas  there  for  England;  X how  she  has  squandered  it!  Horn  does  SirSteph- 
en  Hardings  please  (or  displease;  your  ear  X sentiment  as  a title  for  my  last 
plate  ? The  plate  uuas  done  with  The  Cistercian  character  X sentiment  in  mina 
X view  that  I coveted  a use,  somehow,  of  the  very  word.  It  furthers  my  desire 
to  make  the  series  an  expression  of  Englishry-but  I shrink  from  the  high- 
falutin1 - perhaps  therein  justifying  my  own  wish  (X  consequent  thought) 
to  be  English  - to  the  bloody  core!’ 


[he  artist  s notes  on  the  biting  of  this  plate : 

At  the  New  Studio.  Junel930.  Temp. 58  Dutch  Mordant  (new) 

Sky  at  top  of  plate.  Lines  in  Foreground  rightpn  print)  and  faint  lines  on  walls 
and  buildings.  6 min. 

Shadows  from  buttresses  on  church,  etc.  12 mm. 

Nearest  grass.  20  min. 

Rest  of  grass  (nearest  buildings)  and  light  side  of  roof  of  Bam  entrance.  30  min. 
Tithe  Barn  roof  - remainder  of  stonework . 40  min. 

Darkest  parts  of  trees  and  waggon.  50  min. 
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43  LONE-END  III 


44.  TATTERSHALL 


First  State.  19 50 

In  the  lower  margin,  on  the  left,  is  the  signature  and  date,  F.L.Griqgs  1950,  and 
the  following  inscription : 

io  Alfred  Herbert  Palmer,  Kind  unseen  friend  of  many  years,  in  token  of 
gratitude  for  his  works  and  gifts. 

There  is  a very  slightly  uneven  top  margin. 

8 x 10  7/i6 

Three  proofs. 

Second  State. 

The  inscriptions  in  the  lower  margin  have  been  removed,  but  the  plate  is 
not  yet  reduced  in  height. 

Two  proofs. 

AO  2 (T  touched;  in  black  chalk,  clouds  have  been  added,  these  were  never 
etched ) 

Third  State. 

The  upper  and  lower  margins  are  now  cut  off.  The  fence  in  the  center  of  the 
plate,  474-4V4  inches  from  the  right  edge,  still  has  two  rails,  and  is  now  shaded 

7 x l07/ife 

Sixty-five  impressions,  stamped  DHPand  numbered  in  Arabic  numerals,  P65, 
on  the  back. 

AO  2(l  touched),  BMFA,  BPL,  FAC,  LC,  LR,  NOC.RNB 
Fourth  State. 

Ihe  upper  rail  in  the  fence,  referred  to  above,  is  shaded  out. 

Eighteen  impressions,  stamped  DHPand  numbered  in  Roman  numerals,  I- 
XVIII,  on  the  back  The  prints  of  this  state,  because  of  a change  of  ink  and 
printing,  arc  richer,  darker,  and  somewhat  browner. 

AO,  BPL.  FAC,  GAS,  PM  A 

A pencil  drawing  (1912)  by  the  artist,  from  the  same  viewpoint,  is  reproduced 
on  p.  581  in  Highways  5 Byways  in  Lincolnshire. 


This  splendid  CollegiateChurch,  close  by  to  Tattershall  Castle,  in  Lincolnshire, 
was  entirely  rebuilt  from  the  ground  up  in  1439  by  Ralph  Lord  Cromwell,  Lord 
High  Treasurer  of  England  under  Henry  VI.  It  is  of  Ancaster  stone.  Both  church 
and  castle  stand  prominently  in  the  flat  surrounding  counfryside.Thescene, 
so  dear  to  the  artist,  of  a lovely  stream,  fields,  noble  trees,  and  a magnifi- 
cent church,  portrays  thespecial  quality  of  the  English  landscape,  still  un 
spoilt  after  the  centuries. 


The  artist  s notes  on  the  biting  of  this  plate : 
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Neuu  Studio.  Nov  1930.  Dutch  mordant  Temp  . 58 
Drawn  for  tire  most  part  with  a fine  needle 

Light  walling  of  transept,  tops  of  wall  and  hedges  near  church,  light  side  of 
tree- trunks, etc.  8 min. 

Tower,  Nave,  Transept,  and  light  near  lines  in  ujater.  Further  stopping  on  tree- 
trunks  16  min. 

Rest  of  church,  trees  to  right  (in  print);  edges  of  reflections  in  water,  pas- 
sages of  light  m water,  and  tops  of  reeds  22  rnin. 

Farther  bank,  lighter  sides  of  near  bank  30  min. 

The  River  reflections  (edges  had  been  progressively  stopped).  Foreground 
and  posts  broadened  with  Nitric  5h  strength  38  min. 
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44  TATTERSHALL  III 


45.  RAGDALEHALE 


Dry-point  and  etching. 

First  State.  1951 

In  drypoint  only.  There  is  no  indication  of  heraldic  carving  over  the  doorway; 
and  in  outline  only  are  the  shapes  of  ycius  close  to  the  house,  to  the  right 
and  left  of  the  doorwav.  W ithout  initials  and  date. 

77/l6X  IO"/',6 

Three  proofs.signed  in  pencil  on  the  back  and  cutdown  to  the  outer  edges  of 
the  plate. 

AO,  15 PL,  FAC 

Second  State. 

Still  in  dry-point  only.  A line  has  been  drawn  across  the  bottom  of  the  plate, 
making  a lower  margin.  Heraldry  has  been  added  over  the  dooruuay,  and 
there  is  other  minor  new  work.  At  this  point,  the  artist  wrote,  Each  proof 
showed  great  loss  of  strength.  New  touches  were  impossible  because  of 
their  discord  with  the  fading  earlier  work.  Plate  abandoned  as  a dry  point.' 
Two  proofs. 

AO,  BPL 

Third  state. 

The  plate  has  been  grounded  and  the  dry-point  lines  have  been  retained,  but 
nearly  everywhere  they  have  been  reinforced  by  etching . The  roof  has  much 
additional  work  The  yew  trees  in  front  of  the  house  have  been  removed, and 
the  house  has  been  completed  In  the  lower  margin  is  etched  a dedication: 

To  my  friend  BERNARD  HENRY  NEW  DIGATE 
The  plate  has  been  reduced  in  width  at  both  ends. 

77/ifo  x 9'5/ifo 

Three  proofs,  signed  on  the  back . 

AO,  BPL 


Fourth  State. 

The  lower  margin,  with  the  inscription,  has  been  cut  off.  The  chimney-stack 
on  the  right  now  smokes.  The  tombstone  hiding  the  churchyard  gateway 
has  been  removed.  The  initials, FLO,  appear  above  the  date,  1931,  in  the 
lower  right-hand  corner. 

678  x 915/i& 

Two  proofs. 

AO,  BPL 

Fifth  State.  1935 

The  white  wall  in  front  of  the  house  now  has  thickening  piers  in  the  middle 
and  also  at  the  two  ends,  replacing  the  curved  ramps. 

Eighty-three  impressions. 

AO,  BMFA,  BPL,  FAC,  GAS,  LC,  NBMG 
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I he  artist  wrote,  W ith  the  exception  of  a feuu  proofs  of  this  lost  state  the  edition 
was  printed  in  collaborufion  with  David  Strang  at  his  press  in  London.  This 
lugs  because  the  edition  teas  not  taken  in  hand  until  October  1955,  and  by 
that  time  i I iad  realised  that  printing  had  become  so  sloic  and  labourious  a 
process  For  me  that  it  was  taking  up  more  tune  than  the  etching,  and  so  pre- 
venting the  production  of  more  plates.  All  the  earlier  states  oF  this  plate  acre 
printed  by  me  here  at  Cumpden. 

The  uncancelled  plate  is  in  the  possession  of  Mrs.  Origgs. 

A pencil  draining  of  rlrc  subject  (1918)  is  reproduced  on  p 352  in  Highaays  5 
B\uuays  in  Leicestershire. 


Ragdole  Old  Hall,  as  it  was  locally  known  existed  as  late  as  1959,  in  a seques- 
tered valley  on  the  beautiful  Wolds  of  Leicestershire.  The  oldest  part  of  the 
Fiouse  was  built  in  the  middle  of  tFic  sixteenth  century  and  the  stone  porch 
was  added  in  1629.  For  a long  time  it  had  been  falling  to  decay  and  had 
been  divided  up  into  several  dwellings.  It  is  now  utterly  gone,  demolished 
in  spite  of  the  protests  which  arose  all  over  England  . 
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To  my  (rail)  BERNARD  henry  newdieate 


45.  RAGDALE  HALL  V 


46.  OWL  PEN  MANOR 


First  State.  1930 

The  subject  is  completed.  There  is  an  inscription  in  the  lower  margin 

To  my  friend  NORMAN  JEW50N,  who,  uuith  one  only  purpose,  at  his 
own  costand  loss,  possessed  himself  of  the  demesne  of  OWL  PEN  ujhen 
for  the  first  time  in  seven  hundred  years,  it  passed  into  alien  hands, 
and  wuhareat  care  and  skill  saved  this  ancient  house  from  ruin. 

7,s/ife  xIO'/s 
Five  proofs. 

AO,  BPL,  FAC,  F\V 

Second  State.  1931 

The  lower  margin  and  inscription  have  been  cut  off.  On  the  lowesr  of  the  sreps 
in  the  louuer  left-hand  corner  are  the  initials  and  dare,  FL(j  1930. 

7Aifo  x IO'/8 

Forty-eight  impressions,  stamped  DHPand  numbered  in  Arabic  numerals  on 
the  back.  A fern  of  the  early  impressions  are  from  the  steel-faced  plate;  fears 
that  the  more  delicate  lines  might  not  stand  the  printing  of  a whole  edition 
pro\  ed  unwarranted,  and  the  steel-facma  was  soon  removed . 

AO,  BM,  BMFA,  BPL,  FAC,  GAS,  NBMG, NGC 

Third  State. 

The  plate  has  been  reduced  on  each  side  Thus,  of  the  three  steps  on  the  left,  the 
uppermost  has  disappeared. 

79/16  x 9 As 

Forty-five  impressions, stamped  DHPand  numbered  inRoman  numerals  on  the 
back.  Some  impressions  were  destroved  after  the  numbering. 

AO,  BPL,  FAC,  GAS.PMA 

A pencil  drawing  of  tfie  subject  is  in  the  Boston  Public  Library. 


Owlpen  Manor  is  near  Uley,  in  Gloucestershire.  It  was  built,  cind  the  yews  were 
planted, in  1513,  and  remained, as  the  dedication  reminds  us,  inthehundsof 
the  Daunt  family  until  1925,  when  it  was  bought  and  put  in  good  repair  by 
the  architect  Norman  Jewson,  the  close  friend  of  the  artist.  The  writer  stayed 
here  for  several  weeks  in  1924,  while  making  drawings  of  it;  through  him  it 
came  to  the  attention  of  Griggs. 

In  this  house  Queen  Margaret  spent  the  night,  fleeing  from  the  Battle  of  lewkcs- 
bury.  During  World  War  II  the  then  owner  filled  it  wifha  do^en  children  from  the 
poor  East  End  of  London . One  night,  in  making  her  customary  round,  she  look- 
ed in  at  Queen  Margaret's  Room  to  see  that  the  four  children  there  were 
sleeping ; she  found  them  all  awake  and  excited ; they  told  her  of  their  visi- 
tor, a lovely  lady  with  long  sleeves  and  dress  all  trimmed  with  fur,  and  with 
a funny  peaked  hat  that  had  a long  veil  hanging  down  behind  : a descrip- 
tion of  just  such  a costume  as  Queen  Margaret  might  have  worn,  and  of  which 
the  children  must  have  been  completely  ignorant. 
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I he  plate  u as  especially  dear  to  the  artist,  in  expressing  his  affection  for  one 
of  his  oldest  friends  and  Ins  love  for  this  ancient  house,  uuhich  has  surv  ived 
undisturbed  and  unharmed,  for  over  four  hundred  years,  hidden  array 
in  tire  folds  of  the  Cotsruold  hills.  It  is  truly,  as  the  artist  said,  a haunt  of 
ancient  peace.1 


Ihe  artist's  technical  notes  on  the  biting : 

Second  Biting.  Dutch  Mordant  Temp:  58  (The  first  biting  reas  evidently  o;  the 
building  only 

Distant  trees  beyond  house  5 min. 

Light  edge  of  middleyeuj  on  right  (in  print  30  min. 

Light  side  of  farthest  yciu  on  right  36 min 

Lighter  portions  of  edges.  Farthest  tree  on  righr  43  min 

Rest  of  cenrrc,  farthest  opening  on  right  in  yerus  50  min. 

Nearest  bushes  and  parts  of  tall  yerus  55  min . 
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47.  LANTERNS  OF  SARRAS 


First  State  1932 

there  is  a blank  lower  margin  of  I'/z  inches,  the  initials  and  date,  FLO  1932, 
are  on  the  cutwater  betuueen  the  arches  of  the  bridge. 

ll'/8  x Vk 

Seven  or  eight  proofs. 

AO,  BPL,  FAC.NBMo 

In  theAshmolean  Museum  is  a touched  impression,  which  must  precede  the 
First  State,  for  there  is  not  yet  any  etched  work  in  the  sky,  nor  is  there  the  small 
plaque  or  panel  on  the  left  corner  of  the  middle  tower 

Fhe  artist  wrote,  this  was  etched  on  an  old  copper  plate,  from  which  an  engrav- 
ing of  an  Oxford  subjectof  circa  1810  was  erased  by  Boswell  forme,  which  gave 
me  endless  trouble.  Whether  the  mordant  was  weak  or  the  copper  very  different 
from  any  I had  previously  used,  lines  were  continually  weakening  and  Some- 
times disappearing.  It  remains  to  be  seen  how  the  plate  will  survive  this  first 
state.  June  1932.' 

Second  State 

In  the  lower  margin  is  the  dedication : 

To  my  friend  WILFRED  ROWLAND  CHILDE 
Three  proofs. 

AO,  BPL 

Third  State. 

The  dedication  has  been  erased  and  Childe’s  poem  A Gothic  Rose'  etched  in 
its  place. 

Amid  the  blue  smoke  of  gem-glassed  cEiapels  you  shall  find  me,  the  white, 
fire-wounded  Flower,  the  Rose  of  Sarras. 

Yea,  the  moths  have  eaten  and  fretted  the  aold  cloths  of  tire  Duke  of  York, 

X lost  is  The  scarlet  cloak  of  the  Cardinal  Beaufort,  tapers  arc  quenched  X 
rods  of  silver  broken  where  once  king  Richard  dined  beneath  the  leopards : 
But  think  you  that  any  beautifulness  is  wasted  with  which  Mine  angels 
have  blessed  the  blue-eyed  English,  twining  into  stone  an  obscure  dream 
of  Heaven,  a crown  of  flinty  spines  about  the  Rose,  a slim  flame  blessing 
the  Coronal  of  Ihorns7 

And  York  is  forever  the  White  Rose  of  Mary,  X Lancaster  is  dipt  in  the 
Precious  Blood,  though  the  high  shrine  that  wasbuilt  by  the  king  of  the 
Romans  be  down  at  Hay  les ,5  the  abbey  of  Saint  Mary  be  sha  ttered  now 
in  three-towered  Eboracum. 

The  signature  has  been  erased . 

Twenty  five  impressions. 

AO,  BMFA, BPL,  FAC, GAS, MEL 

Fourth  State. 

The  poem  has  been  erased  and  the  height  of  the  plate  reduced,  with  work  on 
the  arches  carried  down  to  the  bottom  edge  fhe  scene  has  been  considerably 
strengthened  and  emphasised  throughout.  The  bridge  s parapets  are  less  brightly 


lit,  a new  sky,  in  which  the  tuhitc  area  has  been  extended,  has  replaced  the  origi- 
nal sky. 

lO'A  x7‘/4 

Forty-one  impressions,  all  cur  down  to  the  plate-mark . 

AO,  BPL,  FAC,  GAS,  LC,  \BMO,  NGC.PMA 

A pencil  drawing  of  the  subject  is  in  the  Boston  Public  Library. 

This  plrne  was  the  artist  s Diploma  work  on  election  to  full  membership  in  the  Roy- 
al Academy. 

Haroid  \\  rigid  wrote  of  this  plate;  'If  bus  a quality  all  its  own-  in  dignity, strength, 
meaning,  ond  appeal,  lo  many  beholders  Lanterns  of  Surras  seems  to  show 
the  influence  of  Mery  on,  though,  if  so,  it  must  be  on  the  technical  side,  tor 
Griggs's  etched  line  often  resembles  Mcryon's,  it  is  true.  But,  in  their  ruisond  etre 
the  prints  of  tfiese  two  etchers  are,  surely,  worlds  apart,  for  though  Meryon, 
like  Griggs,  lived  a greatdeal  in  imagination  in  the  past,  his  best  etchings  are 
nearly  all  a faithful  and  literal  record  of  the  Paris  of  his  day,  or  of  places  he  had 
\ isitcd,  whereas  nearly  all  of  Griggs's  plates  arc  compositions,  even  when  bas- 
ed on  buildings  or  places  he  had  seen,  or  on  his  memory  of  them.  Whatever  be 
the  truth  in  this  matter,  Lanterns  of  Sarras  and  several  other  of  Griggs's  nob- 
lest architectural  etchings  are  not  excelled  by  any  of  Mcry  on's  best,  though,  to 
maintain  that  assertion,  one  needs  to  have  lived  w ith  them  all,  as  many  of  us 
have  done,  and  to  have  endeavored  to  assess  them  dispassionately,  unbiased 
by  the  romantic  facts  of  Mcry  on's  strange  life,  our  personal  knowledge  of  Griggs's 
particular  intentions  and  ambitions,  or  the  fact  that  Meryon  preceded  him  in 
time.  Certain  it  is  that  Meryon  could  never  have  etched  Lanterns  of  Sarras,  for 
this  is  the  creation  of  a mind  and  temperament  of  an  entirely  different  type. 

It  appears  to  possess  a deep  meaning  - how  deep,  indeed,  we  may  never  now 
know,  Though  of  it  The  artist  gave  at  least  one  hint,  when,  standing  before  Mr. 
Pcgram  s impression,  he  said  in  a low  whisper,  and  after  long,  intent,  and  quiet 
contemplation : The  Trinity! 

Commentsby  the  artist  in  ietters  to  Sir  Frank  Short: 

IO  Aug:  1932.  ...There  is  u later  state  in  which  the  lower  margin  has  some  lines  of 
lettering,  but  I think  you  might  prefer  the  earlier  state,  more  especially  as  it 
has  printed  better  than  the  later  one.  In  Fact  it  has  needed  all  my  knoujiedge 
to  produce  prints  approaching  this  in  strength.  The  worst  of  forcing  a print 
seems  to  me  to  be  that  it  always  looks  forced,  and  that  one  has  little  mar- 
gin or  scope  for  producing  that  kind  of  print  one  might  prefer.  Never  again 
will  I run  the  risk  of  underbiting.  To  me  it  seems  a luxury  to  have  to  hold  a 
plate  by  the  reins  of  muslin . Looking  at  the  print,  would  you  say  the  plate 
would  stand  a further  re-biting  ? About  thirty  prints  have  been  pulled  from 
it,  and  judging  by  the  finer  lines  it  is  still  in  good  condition.  I am  going  to  erase 
the  sky  and  the  inscription,  and  probably  extend  the  bridge  downwiards  for 
about  half  an-inch.1 
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’ 5»  Sept:  1932. 1 am  in  trouble  again  withmy  plate,  and  as  its  necessary  to  get  it  done 
(or  done  with)  as  soon  as  possible,  I can  only  turn  again  to  you  tobcg  your  ujonder- 
f ijl  help.  The  present  trouble  is  that  I have  cutoff  the  inscription  on  the  lower 
margin,  and  have  brought  down  the  etching  of  the  bridge  over  partof  thcspacc 
it  occupied  For  safety's  sake,  and  for  uniformity  of  strength,  I gave  up  the  idea 
of  trying  to  etch  it,  so  added  the  workwith  a graver- not  without  some  qualms 
of  conscience!  But  efforts  to  lay  a rebiting  ground  for  the  strengthening  of  the 
whole  plate  fail  dismally. 

I know  that  if  I could  strengthen  the  work  I could  get  much  better  proofs -not  so 
much  by  the  darkening  of  the  work  as  by  sweeter,  easier,  less  forced,  printing.  It 
is  unlikely  that  the  re  biting  would  be  mechanically  perfect  and  uniform,  but 
I think  any  inequalities  could  be  remedied  with  the  graver  and  the  burnisher. 
Anyhow,  the  biting  would  have  to  be  watched  everywhere  with  extra  care,  and, 
as  I feel  extra  anxious,  it  would  get  it.’ 


Theartist  s notes  on  thebiting : 

New  Studio  March  15,1932.  Dutch  mordant,  quite  new. 

2nd  State  biting. 

Middle  wall  horizontal  lines.  30  min 

Darkening  of  tower  Shadows  of  shafts,  etc.  25  min. 

Buttress  accents,  shadows  on  light  side.  20  min 

Interior  of  middle  distance  tower.  Thickening  of  lines  and  additional  tones 
on  near  tower.  15  min. 
do.  Farther  tower.  IO  mm. 
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47.  LANTERNS  OF  SARRAS  III 


47  LANTERNS  OF  SARRAS  IV 


48.  FOTHERlNGHA\ 


Etching  on  gnc. 

First  State.  1932 

The  arches  of  the  bridge  and  some  of  the  surrounding  masonry  arc  merely 
suggested.  Before  the  signature  and  the  birds. 

bl5/i6  x 95/ifo 

len  impressions,  numbered  in  Arabic  numerals  und  signed  in  pencil  on  the  back 
AO,  BPL,  FAC,  LC,  NOG 

Second  State. 

Fhe  blank  spaces  in  the  right-hand  lower  corner  are  note  etched.  Ihe  initials  and 
date,  FLO  1932, appear  in  the  louuer  right  hand  corner  Three  birds  are  note  fly 
mg  over  the  trees  on  the  right. 

Fwenty-four  impressions,  numbered  in  Roman  numerals  and  signed  in  pencil 
on  the  back. 

AO,  BPL,  FAC,  GAS,  NBMG 

A pencil  draining  of  the  subject  (1914;  is  reproduced  on  p.  103  in  Flighways  A 
Byways  in  Northamptonshire  X Rutland. 


This  magnificent  choir-less  Collegiate  Church  teas  built  about  1430  by  Edward  IV. 
it  stands  beside  the  river  Ncnc.  The  nearby  Castle,  now  demolished,  was  of  course 
the  scene  of  the  execution  of  Mary,  Queen  of  Scots,  in  1587. 


The  artist  commented,  As  with  other  plates,  some  of  the  impressions,  after 
numbering,  may  have  been  destroyed.  All  the  impressions  of  both  states  are 
cut  down  to  the  plate-mark  in  order  to  save  undue  pressure  in  flattening 
And  further,  'Much  more  rapid  in  manner  and  fact  than  most  of  the  others, 
as  becomes  a plate  etched  with  a new  nitric  mordant  on  gnc.  The  plate,  an 
old  and  corroded  one,  was  done  experimentally -in  a week 
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48.  FOTHERINOHAY  II 


49.  PALACE  COUP  I 


First  State.  1933 

The  buildings  are  practically  eompleted,  but  the  figures  and  pigeons  have 
not  yet  been  etched.  In  the  lower  margin  is  the  dedication ; 

To  dear  Mary  Anderson  deNovarro 

On  the  bottom  of  the  most  prominent  buttress  are  the  initials  and  date,  FLO  1933 

IOl5y  16  X 7 ‘.16 

Two  proofs. 

BPL 

Second  State. 

The  group  of  thirteen  figures  in  Fudor  costume,  ujith  a fourteenth  barely  suggesr- 
ed  at  rhe  left-hand  margin,  is  nouu  added  in  the  courtyard . 0\er  tfic  roof  of 
the  great  fiall  pigeons  wheel  and  alight.  A flagstaff  on  the  tower  and  a wcarh- 
ervanc  on  one  of  the  turrets  to  the  right  are  etched . There  arc  oilier  minor  al- 
terations and  completions  to  the  drawing  of  the  buildings.  The  dedication 
remains. 

Three  proofs. 

AO,  BPL 

third  State. 

The  lower  margin  and  dedication  have  been  cutoff. 

lO'/ifc  x 7 '.'i6 

About  seventy-five  impressions. 

AO,  6M.BMFA,  BPL,  FAC,  GAS,  PMA.RNB 


A pencil  drawing  of  thesubject  is  in  the  Boston  Public  Library. 

The  dedication  is  to  the  famous  and  bclo\ed  American  Shakespearean  ac- 
tress, who  lived  in  the  neighbouring  village  of  Broadway. 

Inalettcr  to  Campbell  Dodgson,  the  artist  commented,  8\lay  1933.  I am  send- 
ing you  proofs  of  the  rhree  states  of  mv  latest  plate,  Palace  Court,  for  your  in- 
spection for  the  purposes  of  your  article,  there  will  be  no  more  of  this  plate, 
the  subject  is  again  an  imaginary  one,  designed  to  take  the  place  of  the  ear 
her  Polacc , or  rather  to  introduce  such  a subject  into  the  series  the  larger  plates 
now:  comprise.  It  is  a kind  of  essay  on  East  Anglian  building  -of  mediaeval  kinds, 
of  course.' 

And  to  Russell  Alexander  he  wrote,  20  March  1933.  With  this  ujarmcr  weather 
today  I've  been  enjoying  other  times  through  rhe  needle  5 copper.  And  I think 
it's  going  to  be  as  good  as  most  of  them.  It  s in  some  ways  a departure  from 
my  usual  custom  - for,  for  one  thing,  there's  a group  of  no  fewer  than  fourteen 
figures  in  it.  I hope  I don't  live  to  regret  my  temerity ! ' 
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49.  PAL  ACL  COURT  III 


50.  THE  TRENT 


Etching  on  gnc. 

First  State.  1935 

In  the  lower  margin  is  etched,  on  the  right,  the  initials  and  date,  FLO  1933, 
and  on  the  left  the  dedication.- 
To  H.E.G.Rope 
I'M  x 95,4 
Ihree  proofs. 

AO,  BPL 

Second  State 

The  height  of  the  plate  has  been  reduced,  cutting  off  the  dedication  and 
signature  Ehe  neuu  signature  has  not  yet  been  added. 

6l5,  'ifc  x 9?/4 

Tuuenty-six  impressions. 

BPL 

Third  State 

The  distant  trees  on  the  right  have  been  much  darkened.  The  initials  and 
date  are  now  in  the  right-hand  lower  corner. 

Tice nty- seven  impressions. 

AO,  BMFA,  BPL,  DO,  FAC,  GAS,  LC,  RNB 

There  is  an  impression  in  the  Boston  Public  Library  showing  the  new  signature 
but  the  distant  trees  arc  not  yet  darkened. 

The  plate  teas  etched  and  proofs  taken  in  four  days  ; it  was  cancelled  in  Nov- 
ember 1933. 

A pencil  drawing  (1915)  of  substantially  the  same  scene  is  reproduced  on  p 52 
in  Highways  X Byuays  in  Nottinghamshire;  the  original  is  in  the  Ashmolean 
Museum,  Oxford. 


The  scene  is  near  Clifton,  in  Nottinghamshire.  It  is  another  of  the  artist  s fa 
vourite  subjects,  a quiet  lovely  river  in  a placid  and  peaceful  landscape  graced 
by  noble  old  trees,  a still  unspoilt  remainder  from  (and  reminder  of  the 
English  countryside  which  has  almost  vanished 


The  dedicatiomstoa  priest  at  theEnglish  College  at  Rome. 

The  artist  to  A J.  Finberg  -. 

Dec:  2 1932.  When  a work  is  in  progress  I do  not,  cannot,  shape  it  according 
to  any  known  or  anticipated  criticisms,  but  in  the  intervals  or  stages  of  it 
there  are  one  or  tuuo  men  whom  I think  of  and  wonder  if  they  II  like  it,  among 
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those  you  are  the  "strictest  of  friends  with  judgment  brow"  and  the  one  there- 
fore whose  praise  is  sweetest. 

\s  an  instance  of  my  anxiety  ro  retain  your  good  opinion  : I have  in  hand 
one  or  two  plates  which  are  almost  pure  landscape,  but  dealing  with  their 
subjects  in  a specialised  way  rather  Than  as  complete  pictures;  they  arc 
thought  of  as  complementary  to  the  more  serious  architectural  efforts,  as 
various  sett  ings  or  environments  of  them,  and  as  showing  that  our  land- 
scape heritage  has  been  (uttered  away  in  the  same  dissolute  manner- at 
least  that  is  my  effort.  These  are  slighter,  and  I wondered  if  you  would  think 
the  unity  which  you  spoke  of  was  in  any  way  impaired  by  them  And  then 
I remembered  that  Juvenile  Tricks",  and  even  "Marine  Dabblers  and  farm- 
yard with  a Cock  did  not  at  all  disturb  your  enjoyment  of  Liber  Studiorum . 

But  that  unity  is  a precious  thing,  and  is  worth  saving,  even  at  the  cost  of 
a few  Jonahs  such  as  I would  like  to  do. 

However,  the  one  in  hand,  Ihc  Trent a view  which  consists  of  hardly  more 
than  a rude  river  inflat  country  with  a group  of  (would-bcj  fine  frees-  is  de- 
signed for  rny  friends  only,  this  Christmas,  and  I shall  hear  then  what  you 
think  of  it  relative  to  its  predecessors  as  a scries.  You  will  be  asked  to  for- 
get that  it  is  a gift  horse"  and  mated  to  look  it  in  the  mouth,  "calmly  and 

C-  ! 11  ' ' 

r irmly 
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. THE  TRENT  III 


51.  MEMORY  OF  CLAVERING 


First  State.  1954 

Ihere  is  a I blank  lower  margin.  The  initials  and  date,  FLO  1954,  are  in  thelow- 
er  right  corner  uuithin  the  suL)ject.  Before  the  sky. 

7x9'/2 

I wo  proofs. 

BPL 

Second  State 

In  the  lower  margin  is  a dedication  indrypoint: 

Fo  Flarry  and  Minna  Shelvoke  gratefully  for  then  happy  company  in  East 
Anglia 

I tre  sky  has  been  added 
Three  proofs. 

AO,  BPL 


Third  State 

The  dedication  lias  been  erased,  and  in  its  place  is  etched  a sonnet,  No. 5 of 

Visions',  Vol  II , p 281,  of  the  Muses  Library  edition  of  W.  Browne,  1894.  It  is  in 

the  orthography  copied  from  the  manuscript  in  the  British  Museum  . 

A Rose  as  faireas  cucr  saw  the  North 
Orewe  in  a little  garden  all  alone 
A sweeter  flowre  did  Nature  nere  put  forth 
Nor  fairer  Garden  yet  was  neuer  knowne 
Tire  Maydens  danc't  about  it  morne  and  noone 
And  learned  Bards  of  it  their  ditties  made 
lire  nimble  ffairyes  by  the  pale  faced  moonc 
Water'd  the  Roote  and  kiss'd  her  pretty  shade 
But  welladaye  that  Gardner  careless  grewe 
the  maids  and  ffairyes  both  were  kept  awaye 
And  in  a drought  the  Caterpillars  threwe 
Themselves  upon  the  Budd  and  euery  Sprayc 

God  shield  the  stock’  If  heaven  send  no  supplyes 
Fhe  ffairest  Blossom  of  the  Garden  dyes.' 

Sixty-eight  impressions. 

AO,  BMFA,  BPL,  FAC,  FW,  GAS,.RNB 

Fourth  State. 

The  heiaht  of  the  plate  has  been  reduced ; the  lower  margin  with  the  etched  poem 

has  been  cur  off.  A new  sky  has  been  etched  and  there  arc  some  minor  alterations. 

5i5/lfc  X 9 72 

Twenty  five  impressions. 

AO,  BPL,  FAC,  LC,  NOC 

The  plate  was  cancelled  in  October  1954. 

A pencil  drawing  (1957)  of  the  subject  is  in  the  Boston  Public  Library. 
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Clavering  is  a village  in  north-west  Essex,  about  six  miles  Erom  Walden- it  is  only 
eighteen  miles  from  theartist's  home  towiyHitchm-in  a part  of  East  Anglia 
particularly  loved  by  Griggs  in  his  early  excursions.  In  1919  he  revisited  this  peace- 
ful spot  in  the  company  of  his  friends  the  3hclvokes,  when  they  were  making 
one  of  several  ramtrling  tours,  and  when  eventually  he  called  forth  this  aston 
ishingly  vivid  memory  of  the  place,  in  1934,  he  dedicated  the  plute  to  them. 
Griggs's  roots  being  so  much  in  Suffolk,  it  is  much  to  tie  regretted  that  he  was 
never  commissioned  to  illustrate  it : Joseph  Pennell  scribbled  his  way  through 
the  Highways  X Byways  in  East  Anglia. 

It  had  long  been  the  artist  s intention  to  add  A Village  Street  to  his  series  of  im- 
aginary scenes  of  pre- reformation  England.  Eo  The  Ford,  with  its  East  Anglian 
overtones,  rhe  flower  deLuce,  which  was  never  etched  and  for  wfiich  several 
studies  remain -and  a variant  Street  Scene(ir\  tfie  Ashrnolean  Musem, Oxford,, 
also  showing  ancient  tmnber-frarncd  houses  tumbling  in  all  direcrions  and 
dominated  by  a Cathedral  or  Collegiate  Church,  - to  these  may  be  added 
Memory  of  Clavering,  with  its  splendid  glimpse  of  an  early  Perpendicular  Church, 
suddenly  transporting  us  to  the  Age  depicted  by  Froissart.  Nosoul  stirs  in  the 
empty  street;  rhe  early  morning  emptiness  suggests  somehow  the  calamity 
of  tfie  Black  Death,  and,  like  so  many  of  the  artist  s plates,  it  suggests,  by  over 
long  brooding  upon  the  Dissolution,  the  promise -and  the  pity -of  the  Reform- 
ation, like  sunshine  after  heavy  rain,  but  with  thunderclouds  not  far  away.  [D.G.J 


The  artist's  comments  on  this  plate : 

To  Russell  Alexander; 

' 29  April  1934.  I've  not  been  to  town  lately,  but  have  been  tr>ing  to  work  here,  as 
well  as  cold  5 darkness  will  allow.on  my  Memory  of  Clavering  plate. Itistrying  to 
be  very  old  fashioned  3 snug -rather  reminiscent  of  Priory  Farm  I fancy . 

'6  June  1934.  At  this  distance  of  time  it  is  impossible  for  me  to  say  how  truthful 
to  the  facts  of  the  scene  my  memory  has  been,  in  fact  it's  likely  that  literal  truth 
ceased  to  be  an  objective  in  my  game  of  picture  making  before  the  subject 
reached  the  copper,  but  none  rhe  less  I've  felt  rnyself  to  be  fairly  faithful  to  tfie 
spirit  of  the  place  asl  remember  it  It  would  be  interesting  to  compare  the  etch- 
ing with  a photograph  taken  from  somew  here  near  the  same  viewpoint 

To  Harry  Shelvoke : 

1 12  Julv  1934.  Thank  you  for  your  letter  and  for  your  kindness  in  getting  the  photo- 
graphs of  poor  Clavering . I know  of  coursethat  the  process  of  idealisation  had 
been  given  no  check  in  my  mind  while  1 worked  on  studies  & etching  3 I 
knew  that  Clavering  would  be  unique  if  it  had  escaped  the  processes  of  vul- 
garisation you  describe,  but  I had  not  reckoned  on  so  sad  a declension  as  the 
snap  shots  reveal 

'Alas,  alas,  alas!  It  goes  on  everywhere.  I wonder  if  our  Gadercne  scamper  isas 
popular  as  it  was  - whether  we  must  all  perish  or  not.  The  worst  of  it  is  that  those 
of  us  who  mourn  one  sort  of  destruction  more  than  others  are  classed  as  old 
fashioned  cowards-' 
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lo  Harold  Wright: 

25  Aug:  1954. . As  to  the  verses  ori  "Clavering",  these  acre  only  lightly  ctcheel 
(os  you  euell  knom  tor  a fere  prints  only,  and  I think  the  time  tics  come  mhcnl  con 
no  longer  get  it  clear  enough,  except  uuith  extreme  difficulty  and  some  m hat 
at  the  expense  of  flic  subject.  It  ought  to  come  off.  I fear  you  II  regret  tins, on 
the  ground  that  it  is  liked  as  if  is.  Incidentally,  Seasongood  thought  the  plate 
mould  be  unproved  by  the  loss  of  the  verses.  Homcver  I'm  going  to  try  to  day 
to  get  a feu.  more  impressions  before  cutting  the  plate  After  it  is  cut  there'll  be 
a fem  minor  alterations  (e  g.,  a different  and  better  sky)  and  a general  tight- 
ening up  of  loose  bits.  For  my  oujii  part  I thought  the  later  prints  better,  and 
hoped  you'd  agree,  for  you  appreciate  quality  in  a print  apart  from  the  etching 
and  its  handling  Soon  ice  shall  be  returning  like  migratory  birds  to  London 
and  I shall  tiope  to  see  you,  and  hear  your  solemn  censures  and  see  your  smiling 
approval. 

Aug:  28, 1954.  It's  very  unfortunate  about  the  lettering,  but  there  teas  no  help 
for  it  It's  not  due  to  any  vagary  of  my  omn  but,  as  I send,  the  lettering  had  no 
more  than  a surface  etching  -mas  indeed  little  different  from  a mc;cohnt-arid 
it  u ould  not  near  I hope  the  changes  I have  made  mil  be  some  sort  of  com- 
pensation, in  the  \ierc  of  anyone  mho  might  have  mished  for  a lettered  im- 
pression, and  am  very  pleased,  of  course,  that  the  plate  has  been  liked  so 
uucl  I . 

fo  Russell  Alexander: 

28  Aug  . 1934  Memory  of  Clavering  is  having  a huge  success -can't  keep  pace 
icith  the  demands  for  prints1  And  undoubtedly  mill  be  sold  out  before  Christ- 
mas Oh,  horn  me  smile  and  sigh  icith  relief ! We  can  t keep  off  the  subject'! 
for  ir  comes  literally  in  the  nick  of  time  fosave  as  from  Courts  and  Bailiffs 
and  all  such  mretchednesses  - for  a ml  nle.  But  tmo  more  successes  and  me 
should  be  beyond  the  lam's  clutches,  three  more  such  successes  and  me 
miaht  indulge  once  more  in  tiny  luxuries  - on  extra  suit  and  neuu  evening 
dresses, and  Margery  sent  to  school,  and  so  on . Any  horn  The  greatest  good 
comes  at  once  in  our  renamed  hope,  and  in  our  ability  to  grin  (broadly) 
and  bear  it"! 


220 


51.  MEMORY  OF  CLAV  ERING  II 


51  MEMORY  OF  CLAVERING  III 


MEMORY  OF  CLAVERING  IV 


52.  rHE  CROSS  HANDS 


First  State.  1935 

W ithouta  sky,  except  a few  slanting  lines  near  t tic  upper  left  corner  In  the  low- 
er margin  is  etched  the  dedication  . 

Fo  my  friend  Thomas  Pegram 

Also  in  this  margin  is  the  signature  and  date,  F.  L . Griggs  1935. 

7 A i6  x9'/2 

Eu;o  proofs. 

AO 


Second  State. 

There  is  an  etched  sky  with  clear  patches  over  the  signpost  and  oxer  the  far 
trees  in  the  distance.  A flight  of  birds  is  now  etched  oxer  the  trees  on  ihe 
left  The  dedication  and  signature  remain. 

One  proof. 

AO 

Third  State. 

the  height  of  the  plate  has  been  reduced,  eliminating  the  dedication  and 
signature.  There  are  other  minor  differences. 

b Alb  X 9'/2 

Number  of  impressions  unrecorded. 

AO,  BMFA,  BPL,  GAS,  LC,  NBMG,  RNB 

Fourth  State. 

The  plate  shows  deeper  biting  in  the  shadows,  and  the  distariT  trees  are  dark- 
er and  more  detailed.  Ihcre  are  new  initials  and  date,  FLO  1935,  on  a stone 
just  above  the  lower  border  Viz  from  tire  left  edge.  Several  of  the  stones  and 
the  ruts  in  the  road  are  now  shaded  oxer.  Mottling  appears  in  the  sky  and  in 
the  U'hite  pateFt  of  water  on  the  left,  with  scratches  made  in  an  attempt  to  bur- 
nish it  our 
Three  proofs. 

AO,  BPL 

Fifth  State. 

The  lower  part  of  the  cumulus  clouds  and  horgomal  shading  between  them 
have  been  erased.  The  scratches  persist.  Long  slanting  lines  traverse  the  left 
uppercorner. 

Four  proofs. 

BPL 

Sixth  State 

Anew  sky  has  been  etched : the  banks  of  cumuli  arc  now  more  to  the  left,  leaving 
a larger  space  of  bright  sky  nearer  the  trees  . A dark  cloud  composed  of  long  slanting 
lines  and  horizontal  lines  across  the  scratches  extends  to  thcleftedge  of  fhc  plate. 
About  eleven  impressions. 

AO,  BPL,  FAC,  GAS,  \OC 
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A pencil  drawing  (1912)  of  a somewhat  similar  scene  is  reproduced  on  p 154  iri 
Highways  & Byways  in  Lincolnshire.  Water-colours  of  the  subject  are  owned 
by  Mrs.  Griggs  and  F A. Comstock 

There  were  two  previous  plates  made,  early  in  this  same  year,  of  the  landscape, 
but  accidents  of  faulty  biting  occurred  and  it  was  not  until  a third  copper 
was  used  that  any  success  was  achieved.  Even  rhen,  a mottling  in  the  sky 
caused  painful  measures  tobe  taken  and  this  was  not  completely  eliminated. 
Thus  of  the  final  state  only  eleven  impressions,  satisfactory  to  the  artist,  were 
token. 


The  plate  is  another,  and  perhaps  the  best,  of  The  pure  landscapes  so  dear  to 
the  artist ; it  is  uniquely  his,  the  product  of  his  creative  imagination  There  is 
an  atmosphere  of  other  days  in  the  deserted  scene:  the  rutted  road,  the  brok- 
en cross,  even  the  hind,  there  now  remain  few  such  scenes  of  this  vanished 
heritage  of  England  ; its  beauty  evokes  thoughts  of  sadness  arid  regret  over 
the  despesliation  of  her  countryside. 


225 


52  THE  CROSS  HANDS  III 


52.  THE  CROSS  HANDS  \l 


>5.  NL  I HER  I ON  CHAPEL 


First  State.  1935 

Before  the  sky  and  before  the  carving  on  the  tympanum  In  fht  lon  er  margin 
arc  the  title,  NE  f HERTON  CHAPEL,  on  the  left,  and  the  signature  and  date, 

F L GRIGGS  1935,  on  tire  riaht;  and  in  the  center  is  a dedication  to  his  second 
daughter:  TO  MILLICENT  ELIZABETH. 

1V&  X b'.'Q 

Two  proofs. 

Millicent  Uuggs  pouched  ,,  Margery  Griggs 
Second  State 

Snll  before  the  sky.  Ihe  carving  on  the  tympanum  of  the  doorway  has  been  light- 
ly sketched  in  with  drypoint.  The  outline  of  tfie  distant  trees  fias  been  changed. 
Four  proofs. 

AO  2 I touched),  NBMG,  Grace  Gurney. 

Third  State. 

The  sky  of  wind-swept  cumuli  has  been  added  The  dr^  point  in  the  tympanum 
has  been  erased  and  redrawn  uuith  the  graver  Much  work  has  been  added  ori  the 
pear-tree. 

Three  proofs. 

NBMG  (2),  Millicent  driggs 
Fourth  State 

The  rnarqins  remain  but  all  lettering  has  been  erased. 

One  proof. 

AO 


Fifth  State. 

The  plate  has  been  cur  down  •.  there  are  no  margins. 

5 '/ie»  x 4*/-z 

Eighty  to  ninety  impressions. 

AO,  BM,  BMFA,  BPL,  FAC,  GAS,  LC,  LR,  RNB 


The  subjectisasmall  memorial  chapel,  now  much  more  ruinous  than  the  etching 
stiows,  near  Bredon  Hill  in  Worcestershire.  The  quiet  simplicity  of  the  little  scene 
bespeaks  a love  of  the  countryside,  with  its  countless  and  often  unnoticed  small 
churches  and  chapels  such  as  this,  so  appealing  in  their  peaceful  settings. 


228 


5!).  NETHERTON  CHAPEL  V 


54.  SYDE 


Fust  State  1935. 

The  subject  is  completed.ujith  the  sky,  but  the  stone  dressings  remain  uuhiteand 
unfinished.  It  isunsigncd.  In  the  louucr  margin  is  the  title,  SYDE  , lower  and 
to  the  left  is  a dedication  tohiseldestdaughter : 

TO  MARY  MARGERY  FRANCES 

8'/8  x65/8 

Iujo  proofs. 

NBMG 

Second  State. 

Ihc  margins  remain,  but  the  title  has  been  erased  Thestone  dressings  arc  note 
greyed. 

Iujo  proofs. 

AO 


third  State. 

All  the  margins  have  been  removed  except  a narrow  strip  of  the  louuer  one. 
Three  pigeons  flying  above  the  barn  have  been  erased  and  four  more  added, 
all  uouj  at  rest  on  the  ridge  of  the  barn.  Before  initials  and  date. 

5'/ife  x 4^/8 

Seventy  to  eighty  impressions  of  this  and  the  Fourth  Stare. 

LC 

Fourth  State. 

In  ihc  lower  margin  in  minute  characters,  in  drypoint,  are  the  initials  and  date, 
F LG  1935  ( the  3 reversed  . 

AO,  BM,  BMFA,  BPL,  FAC,  GAS,  NBMG,  RNB 

A pencil  drauuing  of  the  subject  is  in  the  AshmolcamMusem,  Oxford. 


A small  church  in  Gloucestershire,  guite  hidden  auuay  inthe  molds  notfarfrom 
Ermine  Street,  betuueen  Gloucester  and  Cirencester.  This  plate,  the  last  one  etch- 
ed in  the  artist's  long  projected  list  of  Little  Churches,  is  somewhat  more  dramat- 
ic in  treatment  than  the  others.  Yet  this  is  perhaps  due  to  the  lighting  of  the 
scene  than  to  the  scene  itself,  for  the  intimacy  and  peace  found  throughout 
the  series  is  here  strongly  sensed . 
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54.  SYDE  IV 


55.  COCKAYNE 


First  State.  1956 

In  the  middle  of  the  plateis  a square  Early  English  church  toiLer  projecting  a- 
bove  the  roofs.  I he  figures  of  four  men  are  in  the  street.  In  a narrouj  louuer 
margin  are  the  signature  and  date,  F L.Griggs  fecit  1956,  and  a dedication  •. 
To  my  friend  Joseph  Clay  ton 

8 5/8  X 10  5/4 

Imo  proofs. 

Second  State. 

Ihc  lomer  margin  has  been  cut  off,  with  the  dedication  and  signature.  The 
tall  chimney-stack  to  the  left  of  the  highest  gable  is  cut  down  to  half  its 
pre\  lous  height.  Thesunlit  patch  on  the  lower  floorof  the  central  houses, 
between  the  three  men,  is  non;  shaded 

8 5/; 6 x IOV4 
huo  proofs. 

AO 

Third  Stare. 

The  house  next  bc>ond  that  of  the  highest  gable  has  a third  storey  added, 
which  now  obscures  some  awkwardly  intersecting  lines.  The  initials,  FLO, 
ujiihout  date,  are  nocu  in  the  lower  right-hanrj  corner.  Before  any  sky. 

Six  proofs. 

AO 

Fourth  State. 

C louds  have  been  added  in  the  upper  sky  these  shorn  a number  of  variations 
within  this  state. 

Thirty  impressions. 

AO  2(1  touched  , BMFA,  BPL,  FAC,  GAS 
Fifth  Stare. 

Tire  most  distant  figure  by  the  dark  mall  on  the  left  has  been  erased  The  pool  of 
rain  mater  in  the  foreground  is  shaded  mith  vertical  lines.  The  chimney-stacF 
farthest  to  the  left  is  altered  m shape.  The  patch  of  light  behind  the  figures 
is  lomered  in  tone,  as  also  are  the  angles  of  the  tcuo  storey  s above  it.  Other 
minor  alterations  have  been  made. 

About  third  impressions. 

AO,  BPL,UA>,LC,RNB 

In  the  Ashrnolean  Museum  there  is alsoan  impression  mhich  mould  seem  to 
be  IV-V. 

Sixth  State.  1957 

A strip  of  the  pla teat  the  top  has  been  cutoff.  Many  alterations  have  been  made 
to  the  buildings,  most  noticeably  theerasure  of  the  gable  and  chimney-stack 
immediately  to  the  left  of  the  highest  gable  and  the  lomering  of  the  adjacent 
gable.  The  former  sky  has  been  erased  and  a nern  one  nom  consists  of  lines 


252 


slanting  from  right  to  left  near  the  upper  edge  of  the  plate  and  immediately  a 
hove  the  roofs.  The  square  church  tower  has  been  erased  The  whole  plate  is  con 
siderably  lower  intone. 

Vk  X 10  3/4 

Number  of  impressions  unrecorded. 

AO  ^touched),  BPL 

There  had  been  two  intermediate  states  (2  impressions  of  each;  between  the  last 
two  states,  but  all  the  impressions  were  destroyed  on  account  of  the  unpleas- 
ant colour  of  theink. 

In  the  Boston  Public  Library  is  a large  pen  5 ink  drawing  ( 1912  of  the  subject, 
made  as  an  illustration  for  Shakespeare's  England'.  The  scene  is  of  course 
London.  Many  of  theartist's  friends  were  so  delighted  with  this  drawing 
that  they  pressed  him  into  making  the  etching,  the  drawing,  of  upright 
composition,  was  added  to  on  the  right  and  left  and  thus  changed  to  its 
present  shape. 

The  artist's  comments  on  the  plate,  in  a letter  to  Russell  Alexander: 

8 Mar  1937.  I'm  remodelling  Cockayne.  It  never  has  pleased  me,  so  far.  You  ma\ 
remember  my  own  doubts  and  disappointments.  A stupid,  heavy,  lumpy, 
clumsy,  unimaginative,  unreal,  treacle-cloyed  & generally  obfuscated  mess. 
The  newer  state  will  be  better  in  composition  (D.V.)  \ much  clearer  3 richer - 
in  fact  more  as  that  inevitably-right  critic,  Mr.  Alexander  0.  Russell,  would 
wish  it. 


The  artist’s  technical  notes  on  the  biting  : 

N.B.  After 30  min  New  Dutch  was  used. 

27  May  193b.  Temp:  67  Dutch  and  weak  Nitric. 

Nitric  3m.,  Dufchbm.  Lightest  lines,  leaded  lights,  etc.  in  distance  8min . 

Nitric 3m  , Dutch  5m  Highlights  on  first  four  gables,  lead  glazing  18  mm. 
Dutch3m  ,Nitric4m.  Timberlines  inlighter  poitionsof  four  first gables  27min. 

28  May  Temp. 64 

Nitric  (weak  still)  10  m Nitric(stronger  5 m Parts  of  distant  gable  against  near 
darks  42min 

Nitric5  Farthest  chimney  47min. 

Nitric  7m. .Whole of  distantgable  againstliqht  54min. 

Nitric  7m  .Wholeof  farthest  house,  lightand  shade  61  min. 

Nitric  IOm.,  Second  (recessed)  house  and  chimneys  above  71  mm . 

Nitric  5m  .,  Dutch  IOm.,  Facing  gable,  its  bay  windows,  etc.  86  mm. 

Nitric  IOm  , Dutch  IOm.,  Whole  of  facing  house,  do. of  two  middle  gable  stories 
Church  tower  106  min. 

Dutch  14m  Windows  of  highest qable  120  min. 

Dutch  IOm  W hole  of  highest  house  140  min 
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29  May  Temp. 64 

Dutch  15m.  Second  and  third  storiesof  gable  above  2 figures  155  min. 

Dutch  lOm.  Whole  of  front  of  tujo  centre  houses  and  figures  165  min 
Nitric5rn.,  Dutch5m.,  Highest  gable  roof,  and  roadway  down  tolowest  teth- 
ering ring  175  min. 

Nitric 5m  Dutch  lOm  , All  houses  except  nearest  on  right  and  left  I90rmn. 
Nitric  15m.,  Posts  and  part  of  nearer  roadway  and  paving  205  min. 

All  rest  accelerated  with  stronger  Nitric  and  prolonged  bitinqs. 
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925.  LONDON  TOWN 


!>5.  COCKAYNE  IV 


55.  COCKAYNE  V 


I IB 


55  COCKAYNE  VI 


36.  ST.BOTOLPH'5  BRIDGE  NO.2 


First  State.  December,  1936. 

The  subject  is  etched  man  octagon  within  the  rectangle  of  the  plate.  Out- 
side it,  in  the  loujer  triangle  on  the  left,  is  the  dedication 
To  Hilaire  Belloc 

The  narrow  space  between  the  tujm  windows  over  the  gateway  is  blank . On 
the  stonework  of  the  nearest  cutwater  are  the  initials  and  date,  FLO  1937. 

9?.  8 x 7 ,3/ib 
Very  few  proofs. 

AO,  BPL,  NBMG  (touched) 

Second  State. 

Between  these  windows  ovei  the  gateway  a panelled  recess  has  been  etch- 
ed. The  dedication  has  been  erased.  Before  the  sky. 

Very  few  proofs. 

AO]  BPL,  FAC 

Third  State. 

The  sky  is  now  etched.  There  is  a white  patch,  within  a low)  arch  through 
which  water  f lows,  to  the  left  of  the  bridge. 

A considerable  edition. 

AO,  BM,  BPL,  FAC, GAS,  LC 

Fourth  State.  February,  1937 

The  patch  is  now  shaded.  The  sky  has  been  redrawn.  The  lines  marking  off 
the  octagon  have  been  erased  and  the  subject  has  been  continued  to  the 
edges  of  the  rectanaular  plate . 

A considerable  edition 
AO,  BPL,  UAS,  RNB 

The  uncancelled  plate  is  in  the  possession  of  Mrs.  Griggs. 

This  is  a larger  version,  in  reverse,  of  the  subject  etched  originally  in  l9l7(,No.l9). 

Of  this  plate  Harold  N\  right  wrote:  \\  hen  he  first  showed  it  to  one  friend,  the 
latter  sat  silent  for  a time.  "You  are  nor  saying  you  like  it,"  said  the  etcher  \\  here- 
upon the  friend  said  he  could  not  accommodate  his  eye  to  the  acceptance 
of  the  octagon  enclosing  the  work,  and  the  four  blank  corners  this  left;  that 
he  felt  the  design  unusual,  to  say  the  least,  and  that  it  might  take  him  some 
time  to  get  used  to  it.  To  this  Griggs  replied  that  the  subject  had  asked  to 
be  enclosed  within  this  octagonal  border-line,  and  that  therefore  it  had 
had  to  go  in,  and  that  he  believed  that  folk  would  not  only  get  used  to 
this  feature  but  corne  to  like  it.  This  seemed  then  unlikely,  but  he  has  been 
proved  to  be  right,  for  when  at  last  he  removed  the  octagon,  and  carried  the 
work  to  each  corner  of  the  plate  as  an  experiment  and  to  please  one  partic- 
ular friend  [John  Taylor  Arms],  many  felt  the  appeal  was  somehow  not  the 
same,  that  the  plate  had  lost  much  of  its  arresting  unusualncss,  and  that  con- 


centration  had  been  disturbed.  Be  that  as  it  may,  this  etching  uuill  remain 
one  of  his  most  monumental , he  could  not  have  wished  a better  plate 
to  have  proved  his  last.' 

In  examining  the  Fourth  State  it  is  impossible  to  detect  where  the  etching  has 
been  extended  into  the  corners  it  is  a miracle  of  surgery',  as  Griggs  called 
such  alterations. 
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Sb.  ST.  BOTOLPH'S  BRIDGE  NO.  2 I 


5b.  ST  BOTOLPH'S  BRIDGE  NO.  2 III 
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5b.  ST.  BOTOLPH'S  BRIDGE  NO.  2 IV 


57.  EVESHAM  BRIDGE 
Dry-point. 


First  Stott  ISA 7. 

The  lorqe  buttress  on  the  left  foreground  is  not  shaded  except  for  a tall,  nar- 
row triangle  near  the  top. 

7 1/&  x 9 ,5/i <o 

One  proof,  touched  with  pencil 
Second  State. 

The  shaded  triangle  is  extended  doiun  to  where  the  buttress  is  cut  off  by  the 
bank.  There  is  additional  work  within  the  first  arch  on  the  left.  The  loner 
part  of  the  buttress  beyond  the  second  arch  is  shaded  with  vertical  lines  only. 
One  proof,  touched 

Ihird  State. 

Additional  shading  on  the  front  of  the  large  buttress  in  the  middle , to  the 
right,  beyond  this  shading,  the  stones  arc  clearly  indicated  The  buttress 
beyond  the  second  arch,  which  is  itself  shaded  more  completely,  is  shaded 
with  horizontal  lines  also,  and  the  stones  on  its  face  are  partly  indicated. 

Oi  ic  proof,  touched 

Fourth  State. 

Slight  indications  of  the  toucrof  the  church  beyond  aredrawn 
Seventeen  impressions. 

In  I9bl  the  uncancelled  plate  was  found  by  Mrs.  Griggs  among  papers  u hich 
had  been  boxed  up  immediately  after  the  artist  s death . Along  u nh  it  was  a 
photograph  of  an  old  water-colour  which  bears  the  initials  E.N'.J.  and  the 
date  Sept.  1854.  It  is  inscribed  South  Evesham  Bridge'.  The  photograph  ruled 
b\  Griggs  Evesham  Restored  , has  been  drawn  upon  in  pencil : above  the 
bridge  a beautiful  elevation  of  a Benedictine  Abbey.  Next  was  found  a pencil 
studx  made  b\  Griggs  from  the  old  water-colour,  with  a small  studx  for  the 
subject  tucked  away  in  the  bottom  right-hand  corner.  Lastly  there  was 
found  u penal  tracing  by  Griggs  of  Evesham  Old  Bridge  , a water-colour  by 
T.  Colson.  The  present  whereabouts  of  these  water-colours  is  unknown  So  much 
for  the  provenance  of  this  last  of  Griggs's  plates. 

Seventeen  impressions  were  taken  at  the  end  of  June  1962.  The)  were  printed 
by  Mr  C.H. Welch,  of  Ivor  Place,  London,  and  they  are  numbered  in  Roman 
numerals,  I -XVII  The  first  print  was  in  black  ink  upon  white  paper  water- 
marked Arches , taken  on  the  25  of  June  under  the  supervision  of  David 
Gould  The  print  was  in  the  nature  of  an  experiment.  The  paper  was  too  white 
and  the  ink  looked  greyish.  There  was  eonsiderable  burr  but  ink  was  wiped 
out  of  some  lines.  This  proof  was  shown  to  Mrs.  Griggs  on  the  same  evening 
and  it  was  decided  that  a brownish  ink  upon  a warm,  old  paper  might  im- 
prove the  general  appearance  of  the  plate. 

The  print  was  returned  to  Mr.  Weleh  with  detailed  instructions.  Five  sheets  of 
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GC'paper  acre  found,  and  one  sheet  of  Van  Odder',  sufficient  for  tadve  prints. 
In  addition,  a large  sheet,  enough  for  four  prints,  of  thick  Whatman  paper  aiith 
Crisbrook'  aatermark,  of  nice  aarm  tone,  aas  found 

fhe  second  and  third  proofs  are  on  Van  Odder',  the  last  four  on  the  Whatman,  and 
the  remaining  ten  on  the  OC' paper.  [D.G.] 

AO,  BPL,  DO (2),  FAC, GAS 
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57.  EVESHAM  BRIDGE  IV 


I INTRODUCTION 


Tln?»  section  contains  the  Catalogues  o!  Origgs's  uuork  other  than  that  ot 
the  engravings.  Here  will  be  found  listings  of  his  water  colours  and 
other  drawings,  furniture  designs  and  the  like,  and  finally  fas  archi- 
tectural work.  The  qualities  which  emerge  from  the  engraved  work  are 
no  less  present  in  all  these  also,  his  interests  were  extremely  wide  and 
his  talents  many. 

Only  sixty-three  water-colours,  two  oils,  and  one  tempera  have  been 
traced  Of  these  we  find  twenty  seven  accomplished  before  I9T2,  the 
year  that  he  began  his  etching.  After  this,  then,  he  was  absorbed  in 
needle  and  copper  to  the  exclusion,  almost,  of  work  in  colour  However, 
he  often  mentioned  in  conversation  and  letters  tfiat  he  would  turn  to 
the  making  of  a water  colour  as  a relief  from  his  work  as  an  etcher  ut 
times  when  the  task  of  biting  and,  particularly,  of  printing  strained 
his  nerves  and  his  constitution . 

Ihc  earliest  recorded  water-colour  is  dated  190b;  this  would  place  it 
after  Griggs  had  completed  several  hundred  of  the  drawings  for  the 
Highways  X Byways  senes,  and  after  he  had  settled  down,  so  to 
speak,  into  his  own  unigue  expression  of  both  landscape  and  architec- 
ture in  black  and  white.  His  draughtsmanship  had  become  completely 
confident . he  was  able  to  state  w-hat  he  wished  as  he  wnshed  it.  It  is  not 
at  all  surprising  therefore  that  tie  find  little  change  in  outlook  and 
in  method  between  the  earlier  and  the  later  water  colours,  for  by  the 
time  tfiat  he  began  to  work  in  this  medium  his  own  way  of  looking  at 
a scene,  his  imaginative  eye,  had  already  been  developed,  and  he 
had  attained  the  necessary  skill  to  be  able  to  fulfil  it. 

The  medium  is  different,  it  is  true,  yet  the  extraordinary  drauaht^man 
ship  wihich  he  had  acquired  was  put  to  aood  use.  The  water-colours 
are  extensions  of  this  with  brush.  A close  scrutiny  reveals  a gradual 
building-up  of  colour  and  tone,  m small  brush-strokes,  using  a modi- 
cum of  water:  this  is  much  in  the  tradition  of  the  great  tnglish  wiater- 
colourists,  and  Cotman,  Turner,  and  Palmer,  particularly  the  last,  spring 
to  mind  immediately.  Tach  had  his  own  special  character  by  which  he 
is  easily  identifiable.  Vet  they  arc  as  one  m this  grand  tradition  which, 
as  in  her  poetry,  England  was  capable  of  producing.  The  secret  of  this 
Englishness'  is  difficult  to  define,  there  is  something  in  the  English  clim- 
ate of  expression  and  of  character  in  wihich  these  artists  throve.  Ihc 
poetry  found  in  Nature  is  perhaps  the  nearest  clue  which  can  be  found . 

-H  rK  rH  + -K 

If  the  corpus  of  water-colour  drawings  is  small,  that  of  the  pen  V ink, 
pencil,  and  wasfi  drawings  is  indeed  large.  Of  these  this  writer  has 
been  able  to  track  down  over  fourteen  hundred,  but  there  must  be 
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many  more  which  have  never  been  published  or  recorded  and  which 
are  in  the  hands  of  various  private  connoisseurs . 

The  drawings  form  the  whole  base  for  Griggs's  work  in  etching  and  in 
water-colour.  By  the  beginning  of  1912  wc  find  recorded  over  seven 
hundred  drawings.  We  have  his  own  statement  that  he  had  delayed 
the  start  of  etching  until  he  felt  himself  not  only  ready  technically  but 
until  he  knew  what  he  wanted  to  say.  The  beautiful  control  of  line,  a re- 
alisation of  what  it  could  do  in  producing  tone  and  how  this  could  be 
accomplished  without  any  loss  in  linear  guality,  all  these,  so  fundamen- 
tally necessary  to  bis  etching  and  characteristic  of  it,  were  learned  in  the 
doing  of  these  drawings.  Thus  they  may  be  examined  both  for  the  beau- 
ty which  we  find  in  them  and  also  as  the  background  of  the  corpus  of 
the  engraved  work 

Now  the  peculiar  and  unique  quality  of  the  artist's  line  is,  in  all  great 
artists,  no  less  a personal  signature  than  the  signature  itself.  It  is  a 
thing  impossible  to  put  in  words  and  can  only  be  realised  by  a long 
familiarity  with  the  work  of  the  artist.  Rembrandt  s line  is  recognis- 
able; so  is  that  of  Watteau;  a Michelangelo  drawing  can  beidenti 
tied  from  one  by  Raphael.  Dr.  Homer  Thompson,  the  archaeologist, 
tells  the  writer  that  the  w ork  of  certain  individual  artists  in  Greek  vase 
paintings  of  the4fh  Century  B.C.can  be  differentiated . All  this  by  the 
quality  of  the  line.  So  in  these  earlier  years  Griggs  developed  his  per- 
sonal signature  in  line,  that  was  to  show  up  so  strongly  in  his  etchings. 

His  control  was  nothing  short  of  miraculous,  and  can  be  seen  in  pas- 
sage after  passage.  The  reader  will  find  profitable  recreation  in  exam 
imng  any  of  his  prints  or  drawings  through  a strong  magnifying  glass. 

£ Hi  fH  fH  Hi 

In  the  Catalogue  of  Architectural  Work  can  be  found  the  short  list  of  the 
buildings  and  memorials  which  Griggs  designed  , most  of  these  are  in 
or  near  Campden,  in  Gloucestershire,  where  he  lived.  That  Griggs  would 
have  excelled  as  an  architect  if  he  had  pursued  such  a course  exclu- 
sively is  borne  out  by  these  examples,  lhe  dream  which  he  hud  of  his  own 
house  does  exist  there,  it  is  a realisation  of  the  finest  in  the  artof  building. 
Edward  Shanks  wrote  of  it  in  My  England ' : 

The  architect  is  a man  who  has  taught  me  almost  all  I have  been  able 
to  learn,  not  only  of  English  architecture,  but  also  of  English  landscape. 
He  is  in  the  direct  descent  of  William  Morris,  believing  that  beauty  is  es- 
sential in  daily  life  and  that  the  first  requisite  of  beauty  is  honest  crafts- 
manship 

It  was  to  be  an  addition  to  one  of  the  most  beautiful  small  towns  in  Eng 
land  - a town  which  he  had  spent  a great  deal  of  his  life  in  preserving. 
That,  for  a man  who  has  preached  so  much,  meant  a difficult  essay  in 
practice.  Throughout  all  that  countryside,  until  quite  recently,  no  one 
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has  thouaht  of  building  in  anything  but  stone.  My  friend  had  to  fetch 
his  stone  from  some  fifteen  or  twenty  miles  away,  but  that,  he  assured  me 
rather  anxiously,  would  be  regarded  as  the  use  of  local  materials  even 
by  local  standards.  He  followed  the  example  of  his  masters  by  design- 
ing with  the  utmost  care  every  moulding  of  window  and  fireplace  through 
out  the  house,  the  vaulting  of  the  cellar,  the  dove-cot  iri  the  garden,  and 
the  summer  house  where  the  croquet  set  is  kept,  watching  every  wall  as 
it  went  up,  selecting  the  material,  and  checking  the  workmanship 
with  an  unwearying  eye. 

That  house  seems  to  grow)  out  of  the  land  on  which  if  stands  and 
not  to  be  perched  on  it.  It  is  a monument  (and  one  which  cannot  be 
casually  ra^cd)  of  a faith . The  builder  is,  on  the  whole,  a pessimist.  He 
sees  unnecessarily  nasty  little  council  houses  springing  up  everywhere 
round  him  in  the  country  that  he  loves.  I think  that  at  heart  he  believes 
that  the  game  is  up  and  that  the  world  must  go  through  a very  bad 
time  before  it  begins  to  be  played  again  on  the  only  terms  he  will  ac- 
cept flis  house  may  survive  that  bad  time,  and  so  may  some  of  the  things 
he  has  worked  so  hard  to  save,  but  he  will  know  nothing  of  that.  But 
he  cannot  stop  himself  from  doing  what  is  in  his  power  to  preserve  contin 
nuity.to  leave  to  still  unimaginable  generations  examples  from  which 
they  can  proceed  to  unimaginably  finer  things.' 
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II  CATALOGUE  OF  WATER  COLOUR  DRAWINGS 

The  following  catalogue  is  a transcript  of  a Record  which  Griggs  kept.  Each 
item  is  on  a separate  page  and  is  accompanied  by  a small  pencil  drawing  of 
its  composition,  for  purposes  of  record  and  identification,  these  pencil  draw- 
ings arc  of  an  extraordinary  quality  in  themselves.  Ihe  Record  is  owned  by 
Mrs.  Griggs.  In  the  dimensions  the  height  is  given  first. 


1.  Evening,  St.  Ippolyts  [unrecorded] 

1895.  59/16  x €>5/16 

Unsigned,  but  bearing  an  exhibition  label 
of  the  Hitchin  Art  Society . F L Griggs, 
aged  19. 

Hitchin  Museum. 

2.  York  Minster  [unrecorded] 

1904.  7x5 

Signed  and  dated. 

Kingsley  Russell,  Hitchin. 

3.  The  Rother  Valley 
Aug.  1909. 

Ex.  R. A.  1907. 

WAVard. 

Ex.  Cotswold  Gallery  1921  & sold  to  Dr. 
Peatling.  Resold  by  Dr.  Pcatlmg's  Exors. 
toCapt.  Audley  Harvey  1922. Sold Capt. 
Harvey's  Exors  at  Christie's  A bought  by 

Dunthorne  1928. 

4.  House  at  Wood  Stan  way  [unrecord- 
ed] 

Aug.  1907.  IVaxWa 
Sarah  Smith 

Mrs.  Grisclda  Taylor  (granddaughter  ). 

5.  The  Avon  near  Lewes 
Aug.  1907. 

KM.  Chandler. 

Christopher  Whitfield . 

6.  The  Storm  Cloud 
Oct  1907.  7'/4  x 12 

21  Gallery  - Harris  Burland . 

Exhd  Newcastle-on-Tync  1928. 

7.  Church  Street,  Campdcn 
1907.  9'M 


PWoodroffe.  w-p [wedding  present] 
[Now  in  Cheltenham  Art  Galler) 

8 rhriftiuood  Farm, Stancuay 
April  lQ09.  4'. 4 x 4 Va 
W.  Ward. 

9.  Wood  Stanuuuy 
April  1909.  5/2  x y/2 
5 M. Chandler. 

10.  Guiting  Wood 

1909. 

5 Boulderson 

II  Variant  for  Mrs.C.R  Ashbec. 

12.  Chandos  Street, Winchcombe 
1909.  5 5/8  X 5'/4 

Frederic  Seebohm  -Hitchin. 

13.  The  Old  Gatehouses,  Campdcn 
1909.  6/2  x 5 

Canon  Baillie. 

14.  Calf  's  Lane.Campden 

6 x55/4 

A.  v E. Miller,  w.p. 

15.  "The  Corner  Cupboard'1  Winchcombe 
1909.  7V8x3V4 

Bradley  Gatuuard  -Hitchin. 

[Kingsley  Russell,  Hitchin] 

16.  Gloucester  Street,  Winchcombe 
1909.  8/2  x V/i 

H .S.  Good  hart- Rendel. 

17.  Byron's  Pool,  Grantchester 
1909.  E B Diver, Cambridge. 
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18.  Smaller  version  N.B.M. Griggs. 

19.  A Farmyard  at  0 ret  ton 
1910.  672  x7 

Mrs.  Hayes  Sadler. 

20.  Smaller  study  To  Margaret  Smith. 

21.  Another  smaller  study  to  W.  Ward. 

22.  Sunset  after  Storm  (oil j) 

1910.  IS  x 24 

Father. 

25  River  Scene. 

1910. 

I.M.Leete. 

24.  Court  Farmyard, Campden 
1910. 

F 0.  Hale  -U  S A. 

25  I \ y House  Garden,  Campden 

1910. 

Mrs.  O.H.Neuu  - p.  [present] 

26.  Did  brook  Church 

1911 . 7x6 
Margaret  Smith. 

27.  The  Ruined  Gatehouse, Campden 
1911  14  xlO  . 

Constance  Mott  - U S A. 

28  A variant -ITelen Macaulay 
Dovers  House  -P  Port  lock. 

29  Wells 
1911.  14x19 

VY.  Ward  - commissioned  it. 

2)0.  Storm  Retreating  at  Sunset 
1911.  8x7 
Janet  Dodge. 

51  A Ruined  Church 
1911.  8'/4  X 65/4 
Percy  Portlock. 


52.  The  Church  bv  the  River 

1912.  O'/z  x l3'/z 
21  Gallery  J. Hutchinson . 

Golnaghi-  1956-Francis  Comstock  1952 

55.  The  Ruin  on  the  ClifF 
1912.  7x8'/4 
P.  Portlock . 

54.  Janet  Dodge  has  a variant 

55.  Autumn  Afternoon  (oil 
1915.  5'/2  x4'/2 

Mrs  J. JJoass. 

56.  Fhe  Broken  Bridge 
1915.  072  x1 0 

Helen  Macaulay. 

Percy  Portlock. 

Cotsuuold  Gallerv. 

? 

57.  An  Upland  Farm -study 
1915.  472  x 57z 

Nina 

Ben  & Fanny  Chandler. 

58.  A Cotsuuold  Sunset 
1915.  12x17 

B.M  Chandler. 

Cotsmold  Gallery. 

Capt  Audley  Harvey. 

Christie's. 

[ Boston  Museum  of  Fine  Arts] 

59  Evening  in  Sussex 
1915.  12  x 17 
W Ward 

Cotsuuold  Gallery  - ? 

Christie’s  -? 

Cotsujold  Gallery  -? 

40.  Priory  Farm 
1915.  8x10 
B.M  Chandler 
21  Gallery. 

? 

P.  Portlock. 


41.  Newark  GistleX  Bridge -Morning 

1915.  8 3/4.  x II '/z 

Mrs.  George  Hookham,  Willersey. 

42.  Dream  Cotswold 
1910.  4'/z  x 0 

F.  Chandler  - p. 

45.  The  Green  Lane 

1916.  4'/z  x 6'/2 
21  Gallery. 

? 

Capt  Grenfell 
Dover's  House. 

P.  Padlock . 

44.  Carnagh 

1917. 

T. M.J.B. Browne,  Co. Wexford. 

45.  Valley  Farms 
1917.  1012x14 
BM. Chandler. 

4G.  A Cottage  Garden  af  Sappcrton 

f no  drawing1 

1919. 

Cotswold  Gallery. 

47.  A variant  to  J. Blair-Fish. 

Capt  Grenfell 

48.  Willersey  Hill 
Mch  1922.  b x 10 

Similar  to  X after  above  sketch  from 
Nature. 

Nina 

49.  The  Fossewav  at  Syerston 
[no  drawing] 

Aug. 1922.  5x9'/2 

Similar  to  drawing  in  Highways^  By- 
ways in  Notts'. 

A.  J.  Finberg. 

50.  The  Pass. 

Sept.  1922.  9'/4  xll'/z 


B M Chandler. 

Christopher  Whitfield. 

51.  Fattersholl. 

Sept.  1922.  e>?/4  x ll'/2 
Cotswold  Gallery. 

Capt.  Audley  Harvey. 

Christie's. 

Cotsiuold  Gallery. 

7 

52.  Cottages  at  Souldern 
Apr.  1925.  572  x 572 

Mrs.  Audrey  Withers  Kennett. 

55  The  Roman  Camp 
July  1923  9 x l75/4 
Cotswold  Gallery. 

7 

54  the  Beacon  Hill 
Aug.  19  2 3.  1172  x 19 
Norman  Jcwson . 

55.  Duntisbourne  Rouse 
Sept.  1923.  872  x 15' 2 

56.  Sarras 

19  2 5 . 378  X 5 V8 

Mrs.  Alan  Sands. 

57.  Mrs. W illiam  Cadbury  has  variant. 

58.  Variant  for  Matthew  B. Walker, 
[now  owned  by  David  Gould] 

59.  Dream  Ootswold 
1925-1927.  472  x67z 

A variant  on  the  earlier  drawing  -lqlb. 
Dover's  House.  [ NBM  Griggs] 

60.  Sarras 
1930-1931.  472  x 6 

A variant  of  the  1925  drawing. 
Dover's  House.  [N.B.M. Griggs] 

61.  The  Upland  Road 
1936.  574  x b7/ 8 
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Another  voriant  of  theWillcrsey  Hill  composition  - 
study  for  a larger  picture. 

Dover's  House.  [N  B M Griggs] 

62.  Sunset  in  theCotswolds 

A variant  in  colour  X composition  of  An  Upland  Farm  . 

1936.  65/s  x 72/4 

Francis  Adams  Comstock 

63  Sunset  in  theCotsiuolds 

Still  another  variant  of  An  Upland  Farm' 

1936.  10x13  Tempera  on  Whatman  Board. 

Miss  Deakin 

64.  The  Cross  Hands 

Similar  to  the  etching  of  the  same  name. 

1937.  574  x 6 7/s 

Dover  s House.  [N  B M Griggs] 

65.  A variant,  darker,  larger,  autumnal. 

June,  1937.  6 Vs  x 8 

Francis  Adams  Comstock . 

66  The  Sexton's  Cottage 
Jan  -Feb  1938.  672  x TVs 
For  Ben  X Fanny  Chandler. 


256 


Ill  CATALOGUE  OF  PENCIL,  PEN  & INK,  AND  WASH  DRAWINGS 


Necessarily  this  Catalogue  is  incomplete,  for  there  arc  undoubtedly  many  other 
drawings  which  have  never  been  published  or  recorded  and  so  are  not  rioted  here. 
Drawings  madefor  other  architects  purely  as  presentation  renderings'  have  been 
omitted  Those  drawings  which  are  in  museums  or  in  collections  known  to  the 
author  are  so  designated  Ihe  sges,  where  known,  arc  also  noted  the  height,  as 
usual,  is  given  first. 


1 89  7 

1.  A landscape  PenXink  8x57/ 8 
Ashmolean  Museum,  Oxford . 

2.  Lantern  slide  containing  four  circular 
drawnngs  I'/s  in  diameter,  ink  (black , red, 
blue,  green  illustrating  Hans  Andersen's 

liriderbox  . 

Hitchin  Museum. 

3.  Another  slide, similar  to  the  preceding, 
illustrating  ThcMagic  Trunk . 

Hitchin  Museum 

1894 

4.  Norman  Doorway,Chapcl  of  St  Thom- 
as a Bccket,  Meppcrshall  Pencil. 

189b 

5 The  Abbot  s Budge,  St.Edmundsbury. 
Penal 

b.  Campton Church,  Bedfordshire  Pencil 
The  following  three  pen  Sink  drawings, 
illustrating  a magazine  article : 

7 Romsey  Abbey,  South  Transept  and 
Apsidal  Chapel. 

8 Romsey  Abbey,  North  Transept. 

9 Romsey  Abbey,  The  East  End . 

1897 

IO.  An  Old  House  PenXink  I2x6'/z 
II  Old  Cottages.  Pen  Sink  12  x6'/2 
l2.Cartmel  Priory  Church, Lancashire, 
from  theS.E.  Pencil.  In  The  Architectural 

Review'. 

IS.  Cartmcl  Priory  Church,  from  theS.W. 
Penci  1 .1  n ' The  ArcEt i tect u ra I Review ' . 

14  Portal  of  St. Trophimc, Arles. (after 
photo)  Pencil. 

lb. Canterbury  Cathedral  fromtheS  E. 
Pencil  In  ThcAnglican' 


16.  The  Prentice  Pillar,  Roslyn  Chapel  Pen- 
cil 

The  following  three  pencil  drawings  for 
Old  Hitchin  (never  published) : 

17.  Hitchin  Church  from  theN.E. 

18.  Hitchin  Church  from  the  S.E  . 

19  Hitchin  Church,  South  Porch  X Aisle. 

1898 

20.  Oosmore  Road.  Pen  X ink 

2E  Cottages  on  Titrnore  Green,  recently 

demolished. 

In  Highways  X Byways  in  Hertfordshire  , 

p 181. 

The  followung  5 pen  X ink  drawings  for 
Old  Hitchin  : 

22.  Title. 

25  Tilehouse  Street: 

24  The  Old 'Boot' Inn 

25.  The  Bridge,  North  Side. 

26.  The  Bridge,  South  Side. 

1899. 

27.  Ramcrwick,  Herts  PenX  ink. 

28.  William,  Herts.  Pen  X ink 

29  Covehithe  Church  Pen  Sink. 

30.  Quondam.  Pen  X ink 

31.  St  Andrew's  ChurchWalberswick  Pen 
Sink. 

The  following  four  pen  X inkdrawings  for 
Old  Hitchin' : 

32  Roofs,  Hitchin 

33.  Alley  to  the  Churchyard,  Hitchin . 

34.  Courtyard  of  the  Coopers'  Arms',Hifchin 
35  Houses  inthc  Market  Place, Hitchin-1860. 
The  following  twopcnX  ink  drawing  in 
Highways  X Byways  in  Hertfordshire  : 

36.  Near  Stevenage  p 183. 

37.  Wymondley  Parva  p 208 
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1900 

38.  A Pastoral  Pen&  ink 

39.  An  Old  Garden  Pen X ink. 

The  following  three  pen  X ink  drawings 
in  In  Memoriam  - 

40  A Landscape. 

41  A l andscape 

42.  A Landscape. 

The  following  six  pen  X ink  drawings  in 
Seven  Gardens  and  a Palace' : 

43  Huntercombe. 

44  Huntercombe 

43.  Huntercombe. 

46.  Dropmore. 

4 1 The  Churchyard  at  Marycutter. 

48  Hampton  Court. 

The  following  fixe  pen  X ink  drawings 
for  Old  Hitchin  : 

49.  Courtyard  of  the  George  Inn,  buck- 
lersbury. 

50.  high  Street,  Hitchin,  Dawn. 

51.  St  Ippolyts. 

52  In  Bancroft,  Hitchin. 

53  Houses  in  Bancroft,  Hitchin 

The  following  seven  pen  X ink  drawings 
in’The  Chronicle  of  a Cornish  Garden  : 

54  June. 

55.  The  Lily  Pool 

56.  My  Lady's  Garden. 

57.  Potpourri. 

58  Ivy  X Honeysuckle. 

59  Topiary  Work. 
bO  The  Yew  Avenue. 

The  following  three  pen  X ink  drawings  in 
Highways  X Byways  in  Hertfordshire' : 

61  St  Peter  s Church, St.  Albans,  before  re- 
storation p.63. 

62.  Wymondley  Magna-Morning.  p206. 

65.  Church  Gates,  Hitchin  p.  226. 

1901 

The  following  eight  pen  X ink  drawings  in 
Stray  Leaves  from  a Border  Garden  : 

64  Cottages  at  Caldra. 

b5  The  Old  Mansion  House,  Caldra 

66.  Fogo  Bridge. 

67  The  Blackadder  from  the  Footbridge 

68  Caldra  Church 


69  Caldra  Mams. 

70  River  Scene. 

71.  River  Scene. 

The  following  ninety  four  pen  X ink  draw- 
ings in  HighwaysX  Byways  in  Hertfordsfiire': 

72  . Staristead  Abbots  Church  Frontispiece. 

73  Anstey.  Facing  p i 

74.  Sunrise,  p I 

75.  Broxbournc Church  p 5. 

76.  Stansteadbury  House,  p 13. 

77.  West  Street,  Ware.  p 17. 

78  Honey  Lane,  Hertford,  p 19. 

79.  Gilston  Tims,  p 24. 

BO.  The  Maran  Valley  from  the  Viaduct  p 25. 
81  Hatfield  House:  The  South  Front,  p.27. 

82.  Quccn-Hoo  Hall  (Tewin).  p 54. 

83  Welwy  n from  the  Ayot  Road,  p 40. 

84.  Ayot  St.  Lawrence  Church  p 42. 

85  Near  Ayot  St  Peter,  p 49. 

8b.  St  Albans  Abbey  Church  irr  1885;  South- 
East  View,  p 52. 

87.  Sunset,  St.  Stephen's.  p57. 

88.  Old  St  Michael's,  St. Albans,  p.67. 

89.  Watford,  p.73. 

90.  Casbiobridge.  p 76. 

91.  Moor  Park  p 81 

92.  kickmansworth.  p.85. 

a3  Holy  CrossCburch,  Saratt  p .89. fc7/:c 
Foag  Museum  Harvard  University. 

94  Between  Flaunden  and  king's  Lana- 
Icy.  p 91 

95  King's  Langley  Priory  p 95. 

96.  Abbots  Langley,  p.97. 

97  Gryme's  Dyke,  p 101 

98  High  Street,  Hemel  Hempstead  p 103. 

99.  Cowper  s Birthplace,  Berkhampstcad 
St  Mary,  p 114. 

100.  Eqcrtori  House,  Berkhqmpstead  St. 
Mary,  p 119. 

101  Aldburx . p 127. 

102.  ThcOade  aTGreat  Uaddesden  p 134. 

103.  Moonrise.  p 136. 

104.  Red  tow  n.  p 145. 

105  A Meadow  Paifi  p 156 

106.  Oxer  Codicotc.  p 157. 

107.  A Hertfordfordshirc  Lane  p 159 
108  Hemlock . p 161. 

109.  Hoo  End,  Kimpfon.  p 163.  47/8  x8'/ifc 
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110  St  Paul's  Walden  Church  p 167.  57/i6x75/6 
Ashmolcan  Museum,  Oxford. 

111  King’s  Walden  Church,  p 168. 

112  King's  Walden  Bury.  p.  171  45/i6  x Vie 
Ashmolean  Museum,  Oxford. 

115  Format  Kncbuuorfh.  p.  173. 

114.  Tailpiece,  p 160. 

115.  St  Ippolyts  Church  p 187. 

116.  Minsden  Ruins  p 189. 

117  Hitchin  Priory  p 196. 

118.  Off  ley  St.  Legcrs  Church  p.200. 

119.  South  Porch  Of  f ley  St.  Lcgers  Church. 

p.  202. 

120.  Hammond's  Farm,  Pirfon  p.204. 

121.  St.  Martin's  Church,  Preston  p. 205. 

4,5/ife  x 47-4 

Ashmolean  Museum,  Oxford. 

122.  Wymond  Parva-Moonrise.  p 209. 

125.  Dclamere  House,  p 211. 

124.  Approach  toGreat  Wymond  ley.  p 212. 

125.  The  Biggin  Almshouse,  p 217. 

126  Hitchin  Church  From  fhcS.E.  p.219. 

127.  SouthPorch  Hitchin  Church,  p.222. 
128  St  Mary's  Churchyard, Hitchin. p 224. 
129.  Over  Wrattcn, Hitchin.  p.  229. 

150.  Hinxicorth  Place,  p 233. 

131.  A CottagcGarden  at  Lctchworth  p 235. 

132.  Baldock  Church,  p 239 

133.  ThelcKmeld  Way  at  Gad  well.  p 242. 

154.  Hinxcuorth  Church,  p 246. 

135.  Ashwell  Church,  p 248.  II3A  x 7Vie 
Fogg  Museum,  Harvard  University. 

136.  Bygrave  p 250. 

157.  At  Wellington,  p 251. 

138.  A Byway- Morning  p 253. 

139.  Clothall  Church  Evening  p.256. 

140.  A Farmyard  at  Cromer.  p.26l. 

141  Bennington  Churchyard  p 269 
142.  Wood  Hall  Park  Watton.  p 272. 

143  Tailpiece.  [The  Bury, St.  Pauls  Walden^ 
p.274.  5 xft'/ic 

Ashmolean  Museum, Oxford. 

144.  Water  Meadows  at  Puckeridgc  p 278 

145.  Braughing.  p.283. 

146.  At  Aspendcn  p.288. 

147.  Aspendcn  Church,  p. 291. 

148.  Cottered  Church  p 292. 

149.  Over  Great  Hadham  p 296. 


150  St. Bartholomew  s,  Layston  p 299. 

151  Loyston-Anstey  Road,  p 301.  55/8  x 'Vie 
Ashmolean  Museum,  Oxford. 

152. South  Porch,  Meesdon Church,  p 305. 

153.  Brent  Pelham,  p.307. 

154.  Furneaux  Pelham  Hall  p 310. 

155.  Albury.  p 314. 

156.  Little  Hadham  Hall,  p 516. 

157.  South  Porch,  Little  Hadham.  p 318. 

158.  Headpiece,  p 320. 

159.  Near  Bishop  s Stortford.  p 321. 

160.  The  Boar's  Head’,  Bishop's  Stortford.  p 322. 

161.  The  Black  Lion',  Bishop’s  Stortford.  p 324 

162.  Bell  Street,  Sawbridgeworth  p 326. 

163.  Gilstori  p 328 

164  North  Mimms.  p 337 

165.  Tailpiece,  p 540. 

166.  Kimpton  fioo.  47/8  x 8‘/ic 
Ashmolean  Museum,  Oxford. 

Unpublished 

1902 

167.  Hitchin  Church  PenSink 

In  The  Hertfordshire  Express , October  1902. 

168.  Durham  Cathedral  Pencil 

169.  Cacrlaverock  Castle.  Pencil 

170.  The  Little  Grange, Woodbridge  Pencil 
In  The  Collected  Works  of  Eduuard  Fitz- 
gerald! 

171  Fitzgerald  s Yacht  The  Scandal  Pen  5 ink. 
172.  StMary's  Church, Hitchin, S. Prospect. 

175.  A Fanciful  Landscape  Pen  3 ink  and 
pencil.  9'/z  x 6 lk 
Boston  Public  Library. 

174  HacuardcnCastle.  Pen  3 ink. 

In  The  Life  of  Gladstone'. 

Ihe  following  nine  drawings  in  pen  \ ink  in 
TheSensitive  Plant'-. 

175.  The  Sinuous  Paths  of  Lawn  and  Moss. 

176.  The  Stream. 

177  Noontide 

178  Water  Lilies. 

179.  Between  the  Time  of  the  Wind  and  theSnow 

180.  Rare  Blossoms. 

181.  For  W inter  Came. 

182.  Headpiece. 

183.  Tailpiece. 

184  Rare  Blossoms  Unpublished  variant. 
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The  following  twelve  drawings  in  pcnVink 
in  Highways  V Byways  in  London 

185.  Waterloo  Bridge,  p 22. 

186.  Clothfair.  p 57. 

187  St.Bartholomew's.Smifhfield  p 66. 

188  St  Paul's  from  the  River,  p 87. 

189  St  Michael's, Paternoster  Royal,  p 96. 
190.  Lincoln's  Inn  p 152. 

191  Fetter  Lane,  p 157. 

192.  Victoria  Tower, Westminster.  p.20b. 
195.  Kensington  Palace  and  the  Round 
Pond.  p. 214. 

194  Wych  Street  p.364. 

195  The  Serpentine,  HydePark  p 595. 

196. 1 he  Horse  Guards,  p 456. 

The  following  ninety-two  drawings,  in 
pens  ink  unless  otherwise  noted, m'High 
ways  x Byways  inSouth  Waies' : 

197.  Nvern-Garningly  in  the  distance.  Pen 
Sink  and  pencil  Frontispiece. 

198.  Sunrise,  p i. 

199  Hay.  p 5.  4x3 
Barbara  Griggs. 

100.  Hergest  Ridge  PenVinkand  pencil. 

P-6- 

201.  Cottage  at  New  Radnor,  p 14. 

202.  From  the  Castle  Hill,  New  Radnor 
p 19 

205.  In  Radnor  Forest,  p.25. 

204.  The  Ithon  at  Pen-y-bout.  p 28 

205.  Tailpiece  p.36. 

206.  On  the  Wye.  p 37. 

207.  The  Wye  near  Abercdw.  p.50. 

208  Headpiece,  p 67. 

209.  Pont-ar-lthon  p 77. 

210.  On  the  Upper  Wye  p. 80. 

211.  Headpiece  p 98 

212.  The  Head  of  the  Yrfon  Camrau  r Ble- 
iddiaid  p 1 18. 

213.  In  theVaieof  Towy  p 150. 

214  Cwmpenllydan  p.133 

215.  The  Bran  Valley.  p.l40. 

216.  Carmarthen  Vans  from  Trecastlc  p 1-44 

217.  Llandilo-Morning.  PenVinkand  pen- 
cil p 151 

218.  Dynevor  from  LlandiloBridge. p.l5b 
219  Ccrrig  Cennin  Castle.  Pens  ink  and 
pencil  p 161. 


220.  Ccrrig  Cennin  Pen  X ink  and  penal,  p 163 
221  The  Cennin  Valley,  p 165. 

222.  The  Ccnmn  p 167. 

223.  Kidwelly,  p 169. 

224  Dryslwyn  p 172. 

225.  Pont-or  Cothi  p 1 75.  4 3/4  x434 
Boston  Public  Library. 

226.  Nant  GarretJie}.  p 179. 

227.  Llanstephan  p 189. 

228.  Kidwelly  Castle,  p.192. 

229.  Kidwelly  Church  p 194. 

230.  St  Ishmaels  p.196. 

231.  Llanstephan  Castle,  p 107. 

232.  Tailpiece.  Pencil,  p 198. 

233.  Llanstephan  from  St  Ishmaels  p 199. 
234  The  Cothi  near  Pumpsaint.  p.  201. 

233  The  Lampeter  Road  p 204. 

236.  Between  Pumpsaint  and  Lampeter 
p 207 

237  Llan-Dewi-brefi  p 217. 

238  Tregaron  Pen<3  ink  and  wash  p 221. 
23°  Pontrhydfcndigaiad  Pen  Vink  and 
wash  p 225. 

240.  Vstradffhur  PenV  ink  and  wash  p 227 

241  Tailpiece  p.  233. 

242  The  Vale  of  Ay  ron  . p 234 
243.  Study  near  Talsarn.  p 237. 

244  Sunset  and  Moonrise  at  Cilian-Aeron 
Pen  Vink  and  wash  p.242  8 '/a  x 578 
Lessing  Rosenwald  Collection 
245.  Abcrayron  p 245 
246  Llccfuhyd  Bridge  p 25b 

247.  Llanybyther  p.258 

248.  Llandyssil.  p.262. 

249  Pcntrecourt  p 264 

250  The  Teify  above  Henllan  p 267 

251  The  Teify  Falls  at  Henllan  p.270. 

252  Henllan  Bridge  PenSinkand  pencil 
p.  271 

253.  Cenarth  Bridge  Pen  V ink  and  wasFi. 
p 273 

254  In  Teify-sidc.  p 275. 

255  Kilgerran  Castle.  Wash  p.278. 

256.  Tailpiece  p.  283. 

257.  Newport  Bay.  p 284. 

258.  Cardigan  Bridge  Pencil  p 285. 

259.  Nevern  p 291. 

260  Newport  Castle  p 294 
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261  Nemporf.  p 296 

262  Fishguard.  Pencil  p 298. 

263.  Carreg  Wasted  p 312. 

264.  Strumble  Head  p 314. 

266.  Abermaur  near  Mathry.  p 315. 

266  Rums  of  Bishop  s Palace, St  David's, 
p 324. 

267.  St. Mary's  College,  St  David’s  p 326. 

7 V8  x 37a 

Lessing  Rosenuuald  Collection. 

268  solva.  Pencil  and  mash.  p 333. 

269  Havcrfordmcst  p 335. 

270.  Treffgarne.  p 339. 

271  Llamhaden  Castle,  p 34 1 

272  Llamhaden  p.243. 

273  St.Gouucn's  Head  Pencil  p.347. 

274  St  Gomen's  Chapel  p 349. 

275.  Pembroke  Castle  p 351 

27b  Pembroke  CastleGateuay.  p 353 
277.  Careuj  Castle  p 356. 

278  Tenby,  p 361 

279  Tailpiece  Pen X ink  and  mash,  p 363. 

280  Near  Brecon  p 364. 

281  Between  Llandovery  and  Trccasfle 
p.367. 

282.  The  Usk  at  Venyvach.  p.37C. 

283.  Brecon  Bridge,  p 386. 

284  Craig  Cerrig  uleisiad  p 389  5 x 7 3A? 
Philadelphia  Museum  of  Art. 

285.  Tailpiece  Pencil  p 393. 

286.  Talyllyn  Village  and  Pen  Coder  Range, 
p 398. 

287.  Pen-y  fan  and  Llangorse  Lake,  p 403 

288.  Tailpiece.  Pens  ink  and  mash  p 410 
289  Talyllyn  PcnX  ink  x 4 r/ie» 
Unpublished. 

Boston  Public  Library. 

1903 

The  following  four  drawings  in  penSinkin 
Highways  & Bymays  in  South  Wales': 

290.  Crum  Elan  p 87. 

291  Head  of  the  Tomy  p 122. 

292.  Tomards  Crickhomel  fromtheBmlch 
p 132. 

293  St.  David's  Cathedral  p.  331 

The  folloming  seventy- nine  dramings  in 

pen  Sink  in  Highways  X Bymays  in  Sussex 


294.  The  Barbican. Lewes Castle.  Frontispiece. 

295.  Headpiece  p i. 

296.  Comdray.  p 4. 

297.  Blackdomn.p.lO. 

298. Comdra>.  p.22  38ifex5l3/ifc 
Fogg  Museum,  Harvard  University. 

299.  Chichester  Cathedral,  p. 31 . 

300.  Chichestci  Cross  p. 35 

301  The  Ruined  Nave  of  Boxgrove.  p 39. 

302.  BoxgrovePriory  Church  p 41 
303  Boxgrove  from  the  South,  p 43. 

304.  EastLavant.  p 49. 

305  Bosham  p 54 

306  Arundel  p.68 

307.  fhcArun  at  North  Stoke  p 7 1 . iV&xbVe 
Fogg  Museum,  Harvard  University. 

308.  Gateway,  Amberley  Castle,  p 85. 

309  Amberley  Castle,  p 87. 

310  Amberley  Castle,  Entrance  to  Church- 
yard p 89. 

311  Amberley  Church  p 91 
312.  Pulboroucjh Church,  p 93 
313  At  Pulborough.  p 95. 

314.  Stopham  Bridge.  p 97.  57/i6  x 7 5/s 
Fogg  Museum,  Harvard  University 

315  The  Rother  at  Fittlcmorth  p 99. 

316  Almshouse  at  Petmorth  p IOI 

317  Petmorth  Churchyard,  p 104.  5"/i6  x V/i 
Fogg  Museum,  Harvard  University 

318  The  Causcmay,  Horsham  p 1 1 2 . 57/6x8?/s 
Fogg  Museum, Harvard  University. 

319.  Cottages  at  S I infold  p 118. 

320.  Rudgmick.  p 1 2 1 57/i&x  87/i6 
Also  in  The\  illagcsof  England  p.l. 

Eogg  Museum, Harvard  University. 

321  Church  Street,  Stev rung,  p 135. 

322.  Steymng  Church  p 138.  5 x9. 
Ashmolean  Museum,  Oxford 

323  Bramber  p 140. 

324.  Coombes  Church  p 142. 

325  Chanctonbury  Ring  p 145. 

326.  Sompting  p 152  6V&  x 8 7/8 
British  Museum 

327.  Ncm  Shoreharn  Church  p 185. 

328.  Old  Shoreharn  Budge  p 188. 

329.  Old  Shoreharn  Church  p 189 

330  Poynings,  from  the  Devil's  Dyke,  p 193 

331  Hanglcton  House,  p 196. 
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332.  Molthousc Farm,  Hurstpierpont.  p 200 

333.  Ditchlmg.  p 201. 

.Also  in  rhc  Villages  of  England,  p 13 

334.  Old  House  at  Ditchling.  p 205. 

333.  Cucklicld  Church  p 212. 

336  East  Moscalls-before  restoration  pll9 

337  The  Judge's  Housc.EostGrinstead. 

p.  228. 

338.  On  the  Ouse  above  Lewes  p 239. 

339.  High  Street,  Southover  p 241 

340  Anne  of  Clevcs'  House, Southover  p 246 

572  x 3 Vs 

Victoria  X Albert  Museum 

341  St  Ann's  Church,  from  Southover  p.25l 

b'/4  x 5V4 

Lessing  Rosenwald  Collection. 

342.  The  Ouse  at  South  Street,  Lewes  p 253 

574  x b'Vifo 

Fogg  Museum  Harvard  University. 

543  Tlic  Ouseat  Piddinghoe.  p 253 

344.  Rod  well  p.256. 

345.  Piddinghoe.  p.258. 

346  Southover  Orange,  p 261 

347.  Near  Tarring  Neville. p 263.  5'/4x65/4 
Ashmolean  Museum,  Oxford. 

348.  Ul\ndc  p 282. 

349.  Framfield  p 295. 

Also  in  The  Villages  of  England , p 3 

350.  In  Buxted  Park,  p 298.  9 x6?/4 
Ashmolean  Museum,  Oxford. 

351  BcaehyHcad  p 318 

352  Beachy  Head  from  the  Shore,  p 325. 
553  Pcvensey  Castle,  p.329. 

354.  Westham.  p 333. 

355.  Hurstmonccux  Castle.p  334.  73A  x59/ie 
Ashmolean  Vluseum,  Oxford. 

356  Battle  Abbey,  theGatcway.  p 349. 

357  Mount  Street,  Battle,  p.352 

358.  Battle  Abbey,  the  Refectory,  p 355. 

359.  The  Land  Gate,  Rye  p 359  474  x47/e 
Victoria  X Albert  Museum 

360.  Sedilia  and  Tombs  of  Gervaseand 
Stephen  Alard, Winchelsea  p 365 

361.  The  Vpres  Tower,  Rye  p.365  4 7z  x4?/4 
Victoria X Albert  Museum. 

362.  Court  Lodge,  Udimore  570 

363.  Udimore  Church . p 372.  73/i6  x65/s 
Fogg  Museum,  Harvard  University. 


364  Brede  Place  p 3 7 3 5 72  x 874 
Fogg  Museum,  Harvard  University. 

365.  Brede  Place,  from  the  South,  p.375. 

366.  Bodiurn  Castle,  p 377. 

367.  Shoyswcll  near  hcchurst.  p 388. 

368  The  Pantiles, Tunbridge  Wells  p.  591. 

369  Bayharn  Abbey,  p 396. 

370  Ashdown  Forest,  from  East  Grinstead 
p.403. 

371  Tailpiece,  p 416. 

The  following  six  drawings  in  pen  X mk 
in  Ihc  Burlington  Magazine,  April  1903: 
572  Clifford's  Inn, looking N.E  p 241 

373.  Passage  from  Outer  Court  into  Garden, 
Clifford's  Inn  p 245. 

374.  Clifford's  Inn,  looking  North  p.247. 

575  A Corner  of  Clifford's  Inn  p 249 
37b  No. 8 Cl  if  ford's  Inn,  and  Hall  on  left, 
p.  252. 

377.  Clifford  s Inn  Garden,  p 253. 

378  Sweatheart Abbey, Dumfries  PcnXink 
In  The  Royal  Manor  of  Hifchin 

1904 

The  following  sixteen  drau  mgs  in  penXink 
in  The  Royal  Manor  of  Hifchin  ; 

379  Hifchin  from  Windmill  Hill 

380.  The  Abbey  Church  of  the  Holy  Cross, 
Waltham  1 1 ,3/ie  x 93/© 

Ashmolean  Museum,  Oxford 

381.  W altham  Abbey.  The  Gateway  and 
Bridge. 

382.  'Rex  VC  illelmus  Tenet  Hiz 

383.  With  the  Conqueror  Headpiece. 

384  Barnard  Castle 

385.  Chastcl  De Bernard  Barnard  Castleon 

the  Tees. 

386.  Effigy  of  Bernard  de  Ball  10I  in  Hifchin 
Church.  Headpiece. 

387  The  Temple,  Paris,  in  Mediaeval  Times 

85/4  x 1 1 Ve 

Cleveland  Museum  of  Art 

388  Church  of  the  Holy  Sepulchre,  the  Tem- 
ple, Paris. 

389  Alnwick  Castle.  Headpiece 

390.  Seal  of  Eustace  de  Balliol  c.  1190. 

391.  Seal  of  Hugh  de  Balliol  c.l 210 
592.  Seal  of  Devorguil  de  Balliol  c l 210. 
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3 93  Royal  Seal  of  John  de  Balliol,  Kinq  of  422.  Norman  Doorway,  Broad  Campden  p 191 
Scotland  1290-1292.  423.  Cottages  at  Weston  Subedge.  p.  219. 

The  following  two  drawings  inpcn&inkin  424  Willersey  p 223. 

Memorials  of  Edward  Burne-Jones':  425  Broadway,  JhcGranqe.  p 225 

394.  Birthplace  of  Burne-  Jones,  Bennett's  426.  Stanton,  with  Warren  House,  p 227 

Hill,  Birmingham.  427  Stanway.  p 229. 

395.  Red  House, Upton.  428.  Haylcs  Abbey,  p. 234. 

396.  Burne-Jones's  House  at  Bexhill  Pen  429.  Bell  turret,  HaylesChurch.p  236. 

Sink.  Unpublished.  7 7;'a  x5‘/s  430.  Postlip,  NormanChapc  I, near  Winchcombc 

N.B.M  Uriggs.  p 244 

397.  The  Orange,  Fulham.  Burne-Jones's  431  Gloucester  Street,  Winchcombc  p 247. 
London  House.  Pen  & ink  Unpublished.  432  Dovecot  at  Dug  ling  worth  p 266 

398.  Old  Town  by  River,  with  Bridge.  Pen  433  Duntisbourne  RouseChurch.  p 269. 

Nink.  73,4  x 6' 4 434.  Calmsden  The  Village  Cross,  p.333 

The  follownng  thirty-eight  drawings  in  435  Ast frail  p.370. 

pen  X ink  in  Highways  X Byways  in  Ox-  436  Minster  Lovel  The  Dovecot  p.373. 
ford  X the  Cotswolds’. 


399.  Fisher  Row,  Oxford,  p II. 

400.  The  Thames  at  New  Bridge,  Oxford 
P 13. 

401  W oodstock  Manor  House  in  1723  p 43. 

402.  On  the  Banbury-Oxford  Road.  p.55. 

403.  The  Reindeer  Inn,  Banbury  p.a3. 

404.  House  in  Market  Place, Banbury.  p65 

405.  South  Newington  p.72. 

4 06  A Yard  at  Wroxton  p 85 

407.  Silver  Street, Wroxton.  p.87. 

408.  Fenny  Compton  p 113. 

409.  Warmington.  p 115. 

410.  Compton  W vnyates  from  the  Moat. 

p 126 

411  Compton  Wvnyates,  the  Entrance  Front. 

p 128. 

412  Little  Wolford  Manor,  p.  133. 

413.  The  Four-Shire  Stone,  Moreton-in-the- 
Marsh.  p.136. 

414  Dovecot  at  Chasfletonp  143. 

415.  Barn  at  Bioadwell.  p 146.  474  x 8.8 
Ashmolcan  Museum,  Oxford 
416  Moreton-in-The  Marsh, Curfew  Tow- 
er p 152. 

417.  House  in  Markef  Sguare,  Stow-on- 
thc-Wold  p.  157. 

418  ManorHouse.UppcrSlaughfer.  pl66. 

419.  Norman  Doorway  at  GuitingPowcr  p 172 

420.  Grevel's  House.Chipping Campden. 
p 183. 

421  A Courtyard.Chipping Campden  p 189 


1905 

The  following  thirty-four  drawings  in  pen 
Nmkin'HighwaysX  Byways  inOxford  N 
the  Cotswolds  . 

437  Oxford.  Church  of  Sf  Mary  theYirgin 
The  Porch. Frontispiece. 

438.  Queen  s College,  Front  Quadrangle. p i 

439.  TheOld  Ashmolean.Oxford  p7.  8?/8x47a 
Ashmolcan  Museum,  Oxford 

440  The  Golden  Cross'  Inn-yard, Oxford  p 32. 
441.  Broughton  Castle,  p 75. 

442  Hanwell  Castle  p.90. 

443  Brailes Church  p 133. 

444  At  Broadwell,  near  Stow,  p 155. 

445  Upper  Swell  Manor,  p 160.  x47/& 

446  Icomb  Church  p 170. 

447.  Church  Street,  Chipping  Campden  p 193. 

448.  Chipping  Campden  Church  p 195. 

449  Meon  Hill  p.  204 

450.  Stanley  Pont  large.  p 207.  3'Vifc  x 3 Vs 
The  origin  of  the  etching  (No.3). 

Ashmolean  Museum,  Oxford 

451  Ebrington  p 209. 

452  The  Vale  of  Evesham  from  HidcoteBoyce, 
near  Ebrington  p 213. 

453  Saintbury  p 221 

454  At  Broadway.p  246. 

455  Sudeley  Castle.  p,250. 

456.  North  Cerncy  Church  p.  264. 

British  Museum 

457.  Chedworth  Church  p.276. 
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458.  Casscy  Compton  p 279 

459.  Northleach  Ctiurch  p 284  9'/4x4"/i6 
Ashmolcan  Museum,  Oxford 

460.  F<]irtord  Church. p 

461.  Painsuuick  Churchyard  p 318  9'/4x57/8 
461.  Painsuuick, Vicarage  Lane  p.32l. 

465  Painsiuick  Beacon  and  Kimsbury  Camp 
p 525. 

464  Pitchcombc.  p 526. 

465  Sapperton  p 528 
4b6.  Daneiuuy  House  p 331 

467.  St  John's  Hospital.Cirencester  p 555. 
468  Cirencester  Church  Porch  p.342. 

469.  Shipton  Court  before  the  Recent  Re- 
storation. p 555. 

470.  Burford  Church,  p 561. 

471  Middle Rouj, Campden  PenMnk 
55/e  x 4 V-4 
In  Campden1 
Boston  Public  Library. 

472.  A Village  Street.  PenS  ink.  4 "/it  x672 
475  Farmhouse  at  Weston  sub  Edac. 
Pencil  57zx43/4 
Mrs  B M. Chandler. 

474  The  Banquetina  Hall.Whitehall  Pen 
Sink. 

475  Porch  of  the\elloiL  House.Buckland 
PcnS  ink 

The  following  tmclve  drawings  in  pen  5 
ink  in  A Book  of  Cottages  and  Small 
Houses': 

476.  The  Thatched  Cottage  at  Westing- 
ton.  Frontispiece 

477.  IPod's  Cottage  seen  from  the  High 
Street,  Campden.  p 8. 

478.  IPod's  Cottage  from  the  Garden. 

p 12. 

479.  Gainsborough  Estate  Cottage, 
Sheep  Street,  Campden  p 13. 

480.  Pair  of  Cottages  at  Catbrook  p 15. 

481.  'Little  Coppice1  at  Iver  Heath, Bucks, 
p.  21.  6' a x 5V4 

Boston  Public  Library. 

482  'Shoehorn  Orpington  p 24  672 x6/z 
Boston  Public  Library. 

485.  Thatched  Cottage  inWatery  Lane, 
Campden  p 47. 

484.  Cottage  in  Watery  Lane  p.49. 


485.  CoombeEnd  \\  hifchurch,  Berks.  p 55. 
486  the  Island  House  or  Middle  Roeu, 
Campden  p 77. 

487.  Cottage  in  Watery  Lane,  p 102. 

1906 

the  following  sexenty-five drawings  in  High- 
ways 5 Byways  in  Berkshire’ 

488  Abingdon  Bridge  frontispiece. 

489  East  Hendred  p.  25.  73A  x 47/s 

490  New  Bridge,  p 39. 

491  Radcor  Bridge  p 45. 

492  Buckland  Church  p 47 

493  Eynsham  Bridge,  p .49.  7 !/z  x 4 7z 

494  Wyttiam  Abbey,  p 52. 

495  Wytham.  p 54 

Also  in  the  Villages  of  England’  p 6 

496.  Godstow  Bridge,  p.56. 

497.  Eynsham  Bridge,  p b3. 

498.  Sfexeriton.  p.69. 

499.  Abingdon  from  fheRixer.  p.74. 

500.  Christ’s  Hospital,  Abingdon  p 76. 

501.  The Tocun  Hall,  Abingdon  p 87 

502  St  Helens  Church,  Abingdon  p 95. 

503  War  Bablockhythc.  p 103. 

504.  Radley  p 108 

505  Bishop  Jewel's  Porch,  Sunnmqwdi.  p 113 

506  Cuirinor  Church  p 1 1 7. 

507  Wooton  p 123. 

508  Bcsselsleiqh  p 1 25. 

509.  Cumnor  Churchyard  Cross  p 127 
510  Faringdon  Part  ot  Church  Street,  now 
demolished  p 128.  3 7/e  x 65/e 
Ashmolean  Museum,  Oxford. 

511.  Stanford  in  the -Vale Church  p.l 32. 6x5 
Boston  Public  Library 

512.  Buckland  House  p 134 
513  Faringdon  Folly  p 138 

514.  Church  Street,  Faringdon  p 140. 

515.  Farmadon  Church,  p. 142.  83/8  x 4'5/ifc 
Ashmolean  Museum, Oxford. 

516.  Faringdon  Church,  South  Door  p 143. 

517.  The  Market  Hall,  Faringdon  p 145. 

7 5/8  x 5 Vs 

Ashmolean  Museum, Oxford. 

518  The  Abbey  Dormitory,  Abingdon  p 147. 
519,  Buttress  Window,  East  Hanney.p  151. 
520  At  Steventon  p 155. 


2b4 


459.  NORTHLEACH  church 


471.  MIDDLE  ROW,  CAMPDEN 


562.  SOUTH  ALLEY  OF  THE  MARKET  HALL,  CAMPDEN 


521  The  Priory,  Steventon.  p 155.  561  Newbury  Bridge  p 426. 

522.  Lime  Close,  Drayton  p 161.  562.  South  Alley  of  the  Market  Hall,  Gamp 

525  Ihe  Thamesut  Sutton  Courtenay  p 167  den  Dated  1906-23.  43A  x57s 


524  Tire  Abbey,  Sutton  Courtenay,  p 170. 
525.  Norman  Hall  Doorway,  Sutton  Court- 
enay. p 172. 

526.Sinodun  p 1 74. 

527.  Abbot's  Wittenham  p.  177. 

528  Ncur  Burcot  p 182. 

529.  Wallingford  [own  Hall  p 185 
5.50.  Compton  Beauchamp  p.l9C. 

551  Compton  Beauchamp  Manor,  p 192. 

552  Wallingford  Bridge,  p 195. 

555  TastHagbourne  Cross,  p 209. 

554.  Wantage  Church  p.216. 

555  Champ's  Chapel,  East  Hendred.p  220. 

556  Lockingc  House  p 229. 

557  White  Horse  Hill,  p 242. 

558.  The  Guildhall,  Newbury  p.  252. 

559.  Lambourn  Church  p 256. 

540.  Sparsholt  Church,  p 262. 

541.  Place  House,  Streatley.  p.284. 

542.  The  Old  Angel1  Inn,  Theale,  near 
Reading  p 290. 

545.  Sonmng  p 292. 

544. Sonmng  Lock,  p 294. 

545  Sonmng  Bridge,  p 296. 

546  LTovecote.Hurley  p 504 

547  Bisham  Abbey.  p.3C7. 

548.  Windsor  from  the  Meadows  p 323. 

549.  Windsor,  Church  Street  p 331 

550.  Windsor,  Henry  Vlll's  Gateway  p 336. 

551  South  Transept  of  St  George's  Chap- 
el, Windsor,  p 358.  85/4  x5 

David  Gould. 

552  Windsor, Market  Street,  p 356. 

553  Lucas's  Almshouses, Wokingham 

p.387. 

554.  Arborfield.  p 392. 

555.  The  Kennet  and  Avon  at  Westficlds, 
Newbury  p 405. 

556.  The  Bear  at  Hungcrford  p 409 

557.  Sham  House,  Newbury  p 4l4. 

558.  The  Bath  Road  at  Spccn  p 416. 

559.  GateaiayatHamstead  Marshall, 
p 421 

560.  Gateruay  at  Hamstead  Marshall 
p 423. 


In  Campden . 

Boston  Public  Library. 

1907 

565  Ttie  Lygon  Arms,  Broadway.  PenXink. 
In  The  Road  Club  Booklet'. 

564.  fudor House,  Broadway.  PcnXink 
The  following  eight  drawings  in  pen&  ink 
in  Highways^  Byways  inBuckmgham- 
shirc': 

565  Dinton  p 27. 

566  The  forge,  Dinton  p 30. 

567.  At  W hitchurch  p 75. 

568.  Oving.  p.  78. 

569.  Horton  Church  p.225. 

570.  Burnham  Abbey,  p 242. 

571.  Lillingstonc  Dayrell  Church  p.278 

572.  Chicheley  Church,  p 314. 

1908. 

The  following  seventy-three  drawings  in 
pen  & ink  in  Highways  & Byways  in  Buck- 
inghamshire : 

575  Great  Hampden  Park  Frontispiece. 

574.  The  King's  Head,  Aylesbury,  p 8. 

575.  The  Norman  Font,  Aylesbury  p 18. 

576.  Haddenham  Church  p 33.  5 5/a  x57/8 
Ashmolean  Museum,  Oxford. 

577.  Long  Crendon.  p.40. 

578  Long  Crendon.  p 41.  4x6'/z 
Ashmolean  Museum,  Oxford. 

579.  From  Long  Crendon.  p 44. 

580.  Chilton  Church,  p 45 

581  Almshouses  at  Quainton.  p 62. 

582.  Whitchurch.  p 77. 

583.  North  Marston  Church  p 80  4 x63/s 
Lessing  Rosenwald  Collection. 

584.  Stewkley  Church, West  Door.  p.90. 

585.  Stewkley  Church  p 91 
586  Bow  Briekhi  1 1 p.95. 

587.  Weston  Turville.  p 99. 

588.  Piscina  and  Sedilia  at  Aston  Clinton 

p.  102. 

589.  Ivinghoc.  p.l08.  2 7/s  x 7. 

Ashmolean  Museum, Oxford. 


649.  AHILLSIDE  HOUSE  AND  GARDEN 


590.  Ivmghoe  p 109. 

591.  Wing  Church  p ill 

592.  Wendover.  p 118 

595.  Ihe  Market  House, Princes  Risborough 
p 140. 

594  IhcOld  Vicarage, Princes  Risborough. 
p 142 

595  Monks  Risborough  Church  p 145. 

596.  Amersham  p 147.  5?/8  a IVa 
Ashmolcan  Museum,  Oxford 

597  Edmund  Waller's  fomb,  Beaconsfield 
p 151. 

598  Beaconsfield 

599.  The  George  Inn,  Beaconsfield  p 155. 

7 x 5'/2 

Lessing  Rosenwald  Collection 

600.  Chalfont  St. Peter  pi  65. 

Also  in  The  Villages  of  England  p 19. 

601  Milton  s Cottage,  Chalfont  St  Giles. p 167 

602  Chcsham  Church  p 171 

605  Penn  Church  p 179.  53/e  xl05,4 
Ashmolcan  Museum,Oxford 

604  The  Little  Market  House  and  Town  Hall, 
High  Wycombe,  p.  181. 

605  The  Town  Hall  and  High  Street,  High  Wy- 
combe. p 184 

606  West  Wycombe,  p 192. 

607.  Eingest.  p 1^7 
o08.  Firigest  Church,  p.198. 

60b.  Medmenham.  p 205.  V/a  x 6 2. 
Ashmolcan  Museum, Oxford. 
blO.  Medmenham.  p 204. 
oil  Ihc  Old  Pursonage,  Marlow.  p 206. 
612.  Shelley's  House,  Marlow.  p.208. 

615.  Clnedcn  House,  p. 2 14 
bl4.  Cliveden  Reach,  p.  215. 
ul5.  Bovenc>  Church  p 216. 

616.  Dorney  Church  p 217.  49/i&  x 6 
British  Museum 

6 1 7.  School  Buildings,  Eton  p 250. 

618  A Corner  oF  the  Playing  Fields,  Eton, 
p.  255. 

ol9.  In  thePlaying  Fields,  Eton.p  256. 

620.  Burnham  Abbey  Farm  p 245. 

621.  Burnham  Beeches  p 245. 

622  Burnham  Beeches,  p.  247. 

625  Denham  Place  p. 250. 

624  Stoke  Poges  p.252. 


Ihc  same  view  as  in  thectching(N'o  20  . 

625  F lecce  Yard,  Buckingham  p.  25a. 

626.  Chimney  Stack  of  ManorHouse, 
Buekinaham.  p.26G. 

627.  Ihcbull  Rina, Buckingham  p 2o2. 

628.  The  Long  Bridge,  Buckingham  p.264 
629  Leckhampstead  Bridac  p .280. 

650.  Maids  Moreton  Church,  p 281. 

651.  Sediiia  af  Maids  Moreton.  p 282. 

652  The  Bull  Yard,  Stony  Stratford,  p.286. 

655  Hanslopc  Church  p 289 

654.  At  Hanslope.  p 290. 

655.  Milton  kevnes  Church,  p 294. 

65b  Newport  Pagnell  p.299. 

657.  Ihc Swan,  Newport Pagnell.  p 303 8 Vex  6 A 
Ashmolean  Museum, Oxford 
638  Sherington  Church  p 315. 

639.  Olney  Church  p .317. 

640.  Olney  Bridge.  p.320.  45A  x 7 5.4 
Ashmolean  Museum,  Oxford. 

641  The  Boot' Inn, Olney  p 322. 65/i6x59/i6 
Ashmolean  Museum, Oxford. 

642.  Weston  Underwood  p.324. 

643.  Old  Gates  at  Weston  Underwood  p.32b. 
644  Ravenstoke.  p.329. 

645.  Chemes,  Buckinghamshire.  Pens  ink. 

7x6  Unfinished  and  unpublished. 
Ashmolcan  Museum, Oxford. 

The  following  three  drawings  in  pcnSink 
in  The  Studio',  vol  36,  nos.  137-140: 

646.  Pergola  at  Crowborough  p.  182. 

647.  House  and  Garden  Walk  p 184. 

648.  House  and  Flagged  GordenWalk.p  185. 
The  following  fourdrauinqs  in  penMnk 

in  The  Studio  , vol. 37,  nos.  141-144: 

649.  A Terraced  Flower  Garden,  p 180. 

650.  A Hillside Houseand  Garden  p.181. 

10  5 8 x75/s 

Boston  PublicLibrary. 

651.  A Flagged  Terraeeand  Forecourt,  p.182. 
652  A Yew  Alley,  p 183. 

653.  A Green  Forecourt.  Pen  & ink. 

In  The  Studio  , vol  37,  nos  145-148.  p.123. 

Also  in  How  to  Draw  in  Pen  & Ink  . 

1909 

The  Following  sixty-seven  drawings  in  pencil 
in  Highways  \ Byways  in  Cambridge Ely  . 
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781.  TERRACE  STEPS  WITH  TOPIARY  W ORK 


Those  whose  size  is  noted  ore  in  the  Fitz,- 
william  Museum,  Cambridge. 

654  Ely  Cathedral,  Western  Toeuer.  Fron- 
tispiece. 

655  St  Bcnet's  Church  and  CorpusChrish 
College,  p i 4l5/i6  x 674 

65b.  Pete r house VVul I, Coc  Fen  p 5. 

657  The  Backs.  Clare  College  Gate,  p 9. 

658  St  Michael's  and  All  Angels,  p.  13. 10x67 

659  Oriel  in  Library,  St.  John'sCollege.  p 18. 

660.  Peterhousc.  p 24.  77/ifcx5'4 

661.  St  Mary  the  Less,  South  Side  p IT  IO‘/z  x 
674 

662.  Peterhouse.from St.Mary's Church- 
yard. p.29. 

o63.  St  Botolph's  Church  p 31. 

664.  St  Bcnet's  Church,  Interior  p 57.  IOs/s 

x7'/z 

665.  Clare  Bridge  p 42. 

666  St  John's  Bridge  p 45. 

667  The  President's  Gallery,  Queen's  Col- 
lege. p 49  99/i6.x534 

668  Oriel  inQueen  s College,  p 51. 

669.  Queen's  College  Gateway.  p 55. 95/s 
x43/4 

67 0.  Clare Collcgefrom  King's  p 57. 

671  King's  College  Chapel  p 61. 

672.  Old  Gate  ot  King's  College  p 81. 

675.  Old  Schools  Quadrangle,  p.87 

674.  Clare  College  from  Bridge,  p 93. 

675.  Trinity  Bridge  p99  75/ifex6 

676.  The  Fountain,TrinityCollege.  p 103. 

677.  Trinity  College  Chapel  and  St  John's 
Gateway.  p ill 

678  Hall,  St.John's  College,  p 115. 

679.  Oriel  in  Second  Court  of  St  John's  Col- 
lege. p 117. 

680.  The  Gate  of  Honour,  Cams  College, 
p 123.  7 x 4 '/ 2 

681  Peas  Hill.  p.l3Q. 

682.  The  Church  of  the  Holy  Sepulchre 

p 135  1074  x 69/ifc 

685.  St. Peter's  Church,  p 139 

684.  Remains  of  St  Radigund  s Priory  pH) 

685.  The  Back  Court,  Jesus  College  p 145 

686.  Jesus  College  Chapel  p 147. 

687.  Oriel  of  Hall.Jesus  College. p 149. 

688.  Christ's  College  Chapel  p .153. 67/sx9l5/ife 


689  Emmanuel  College  p. 1 3 7.  I07ifcx7/:t> 

690  Ihe  Leper's  Chapel,  Barnwell  p 163 

691  Quy  Church,  p.  170. 

692.  Fordham  Church  p. 177.  87/ex6V:fc 

693.  fordham  p 179.  574  x57/8 

694.  Soham  p 181 . 

695.  Swaffham  Pulbeck  p 191. 

696.  Cherry HmtonChurch  p.207  7x10 

697.  Great  Shelford  Church  p 223.  7x65/ifc 

698.  St  Peter  s Church,  Duxford  p 229. 

699.  Farmhouseat  Haslingfield.  p 239. 

700.  South  Porch,  Harrington  Church  p 241 

b'/2  X 6 5 3 

701.  Shepreth  p 243.  55/ax55.4 

702.  Melbourn  p 245.  65/s  x 6,5/ifo 

703 . Ash  wel I p 249.  3,5/ic  x 5 Vv, 

704.  Ashujell  Church  from  the  N.W  p 251. 

The  origin  of  the  etching  (No. 7). 

705  Rood  Screen, Guilden  Morden Church 

p.  261.  6x5‘/2 

706  Cottage  at  Steeple  Morden  p 263  5'/2x5'/2 

707.  Coton  p.269. 

708.  All  Saints'Church,  Long  Stanton  p 291 

709  The  Quay,  Ely.  p 301.  774  x 9Vib 

710  The  NortliTriforiumof  the  Nave,  Ely  p.305. 

711 . West  Aisle  of  the  North  Transept,  Ely  p 311 

1 274  x 9l5/ifc 

712.  Ely:  The  Presbytery,  p 327. 

713.  Ely  Lantern,  p 333. 

714.  Prior  Cranden's  Chapel  p 347.  VI a x 57/s 

715.  The  Tower  from  the  Cloisters,  p.357. 

716.  Cathedral  Towers.  p.3bl 

717.  St  Mary's  Church,  p 378  8 x9 

718  The  Cathedral  from  theWcst  Fen  Road. 
p.380. 

719.  St  John's  farm  p 383.  67s  x6‘.4 

720.  Willow  Walk,  p 385. 

The  following  nine  drawings  in  The  Studio', 
vol.37,  nos.  145  148 : 

721.  House  with  Bridge  Approach  Pencil. 

p.121. 

722.  Garden  House  with  Dovecote  Pen  Sink. 

p 122. 

725.  A CottaaeDoorand Gate  Pencil,  p 124. 

7x5  Zz 

724  A Riverside  House  Pencil. p i 26. 

725  An  Approach  Road.PenSink  .p.128. 

726.  Garden  Wall  and  River  Gate. PenSink  p.270. 
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727.  Covered  Bridge,  Boot  house, and  Sum- 
mer house.  Pen  Sunk,  p 271. 

728.  Garden  Bordering  a Stream  Pencil 

p.  272. 

729.  A Brookin  aCiarden  Pen&ink  p.272. 
lire  following  six  drawings  in  pencil  in  The 
Studio',  vol. 38,  nos  149-152: 

730.  A Small  House  and  Flower  Garden 
p.107. 

731  A Boll  ling  Alley,  p 108 

732  An  Entrance  Front  and  Lily  Pool.  p.  281. 

733.  ASuffolk Houseand Cloister  p.283. 

734.  A Garden  Entrance  p 284. 

735  A Cloister  and  Summer-house  p 285. 
the  follou  inqfivedraw  inqs  in  pencil  in  The 
Studio,  vol.  40,  nos  157-100: 

73a.  A HouseinSuffolk  p.19. 

737.  Housein  Suffolk : Garden  Wall  and 
Summer-house,  p 20. 

738  A Porch  and  Terrace,  p 22. 

739.  Topiary  Work  p 23. 

740.  Garden  House,  p 24.  b'/e  x8 
Lessina  Rosenuuald  Collection 

1910. 

Thefolloaing  four  drawings  in  The  Story 
of  Emma,  Lady  Hamilton  (in  pens  ink) : 

741  CoTtages  at  Ness  Holt. 

742  The\  illage  Inn, Little  Neston. 

743.  Old  Cottages,  Neston. 

744  Cottage  at  Great  Ness. 

The  folloujing  thirty-onedrauungs  in  pen- 
cil in  Highways  l By  ways  in  Cambridac 
& Ely  Those  whose  siz;c  is  noted  are  inthc 
Fit^ujilliam  Museum,  Cambridge 
745.  Seuaffham  Prior  p 192. 

74b  . Swaffham  Prior  Churches  p l93. 

747.  The  Castle  Moat,  Bunnell  p.  193. 

748  Burwell  Church,  West  End.  p 197. 

749.  Burwell  Church,  N.E.  View.  p 199. 

750.  Great  A ilbraham  Church  p. 211  534x95/a 
751  Great  \\  ilbraham  p. 21 2. 

732.  Little  Wilbraham  p 213  5'/2x63/8 
753  Balsham  Tower  p.  215. 

754.  Cottage  at  Balsham  p 217.  73/4  x6'3/i6 
755  Whittlesford.  p. 227.  63/i6  x97s 

75 6.  Haslingficld  Church,  p 237 

757.  Great  Evcrsden  p 257.  5 'A  x 7 


758.  Cottage  at  Loft,  p 271  47s  x I'M 

759.  Wilburton.  p.284.  474  x67s 

760  The  Burystcad, W ilburton  p 285.  7‘.4  x 73.s 

761  Sutton  Church  p.287  9 x6 
The  origin  of  the  etching  (No.  I 

762  Over,  South  Porch  p 293  IP/z  x8?  4 

763.  Over  p 294 

764.  Suuavcsey.  p.296.  5'/s  x V!& 

765  Siuavcscy  Church  p 297  II V4  x9'.z 

766  Cottage  ar  Rampton  p 299.  6l5/i6  x 7 7:6 
767.  Dovecote  at  Rompton  p 300  3V:6  x 4 '. 2 
768  South  Aisle  of  the  Nave,  Ely.p  351. 

769.  St.Wendred's  Church,  March  p 391  7,5/ifcx6 A 

770.  ElmChurch  p. 412 . 4'M  x67d 
771  Walpole  St  Peter  p 414  5'  2x7A 
772.  Leverington  p. 4 1 7. 

773  Bell  Touuer,  fydd  St  Giles  p 419.  8V4  x 7 3, A 

774.  Wisbcck  Church,  p 423.  7Zi  x5'4 

775.  The  Old  Courtof  Corpus,  p 431  b'/z  x7  V;6 
The  following  three  drua  ings  in  penal  in  The 
Studio, vol  40,  nos. 157-160  . 

776  Topiary  Archway.  p 188  75/ife  x8'/8 
Lessing  Rosenuuald  Collection 

777.  Fountain  Pool  luith  Topiary  Hedges,  p 188 

778.  Scheme  for  a Lawn  p 189. 

ThcfolloLumg  three drawingsin  penalin  The 
Studio  vol  41,  nos.  lbl-164: 

779.  Entrance  to  an  Enclosed  FlouuerGarden 

p.  201 

780.  A Lorecourt  with  Topiary  Work  p 202. 

781  Terrace  Steps  with  Topiary  Aork  p.  203 
ll'/8  x8'/8 

Boston  Public  Library. 

The  following  seven  drawings  in  pencil,  pre- 
paratory To  the  pcn&  ink  drawings  in  the  Eton 

College  book: 

782.  EtonCollege.  TheChapel  fromtheS.E. 

783.  Entrance  to  Eton  College  from  Slough. 

784  The  Old  School. 

785.  TheCloister. 

786.  Sourh-Aest  Angle  of  the  Schoolyard 

787. Lupton's  Tower. 

788  Interior  of  theHall 

The  following  five  drawings  in  pen  Sink  in 
'A  History  of  EtonCollege  : 

789.  The  Chapel  from  the  S.E. 

790.  Lupton's  Tower. 

791.  N W Angle  of  the  Schoolyard. 
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8bb  BRIDGE  STREET,  LOUTH 


870.  WLSTOATE,  LOUTH 


792  The  Loner  School  Long  Chamber.  drainings  in  pencil  in  High  ways  & Bvwuys 

793.  The  Cloister.  in  Lincolnshire'  . 

Thcfollowmg  fourdrawings  in  pcn&ink in  813.  Boston  Frontispiece  8'/i6  x TVs 
Collected  Works  of  W illiam Morris  : Boston  Public  Library,  US.  A. 

794.  Kelmscott  Manor  and  Dovecote.  814.  St  Leonard's  Priory,  Stamford  p 8 

793  kelmscott  Manor  from  theOarden  Door  813  St  George's  Square, Stamford  p.lO. 


196. kelmscott  House,  Hammersmith 
797.  Kelmscott  Churchyard.  Morris's  Tomb. 

798  Kelmscott  Manor  Pcn&ink  Unpub 
lished. 

799  Oxford  From  Magdalen  College  Tomer. 
Pen  Sink.  71/2  x 1 7s/i& 

Ashrnolean Museum,  Oxford 

1911 

7ne  fol lowing  two  drawings  in  pen X ink  in 
Life  of  G .F. Watts' 

800.  Old  Little  Holland  House  from  theS.W. 

b'/lX  1034 

Ashrnolean  Museum,  Oxford 

801.  Old  Little  Holland  House  from  thcN.E 
T/a  x95/s  AshmoleanMuseum.Oxford 

The  folloming  tmodramings  in  pcn<3  wash  in 
fhcArchitcctural  Review(N.Yj,  August,  1913: 

802.  Study  of  Barns  at  Westmgton. 

803.  Demolition.Campden 

804.  A Lane,  Campden  Pen  & Sepia  Wash 
3'/4  X 3 7-4 

Boston  Public  Library. 

803.  'Dissolution'.  Pencil 

80b.  Old  Stone  Stoddles  at  Didbrook  Pen  & 

ink.  4 xb'Vifc 

Boston  PublicLibrary. 

807.  Stone  Staddles  at  FhdbrookFarm  PenX 
ink. 4 x 6Va 

Boston  PublicLibrary. 

808.  An  Old  Cider  Mill  at  [iidbrook  Farm  Pen 
Sink  and  uuash.  79/ie  x 6/z 

Ashrnolean  Museum, Oxford 

809.  Sparcpenny  Lane,  Farmngham, Kent. 
PenS,  ink.  6 '/a  x 3 Vs 

Ashrnolean  Museum.OxFord. 

810.  Farmngham  Church  PenS  ink. 

811.  Darent  Bridge, Farmngham  PenSink. 

812.  The  Temple  Church, London. Pen X ink. 

1912 

The  following  onehundred  and  eleven 


816. St  Mary's  Street,  Stamford  p II 
81 7. St  Paul's  Street,  Stamford,  p 13 

818.  St  Peter's  Hill,  Stamford  p 13. 

819.  Stamford  from  Freemans  Close,  p 17 
820  Bourne  Abbey  Church  p 24 

821.  The  Station  House,  Bourne  p 26. 

822.  Sempringham  p.36.  b;,8  x57/s 
Ashrnolean  Museum,  Oxford. 

823.  TheW  itham,  Boston  p 43.  Via  x 7 14 
Boston  Public  Library,  U S A. 

824.  Fhe  Angel  Inn,  Grantham,  p 56. 

825.  Grantham  Church,  p.Ol. 
826AVithamside,  Boston,  p.66.  75/s  x 73A 
Boston  Public  Library,  U S A. 

827.  Hough-on-the-Hili.p  72. 

828.  North  Transept,  St.  Denis's  Church,  Slea- 
ford. p 78. 

829  Heckington  Church. p. 81 

830.  Great  Hale.  p.84. 

831.  Helpringham.  p 86  4%  x 5/8 

The  originof  the  etching  Maur's  Farm  (No. 2) 
David  Gould 

832. South  Kyrnc.  p.88.  5/8  x45/4 
Ashrnolean  Museum, Oxford. 

833. South  kyme  Church  p 89. 

834.  Newport  Arch,  Lincoln,  p.92. 

835.  Gateway  to  Lincoln  Castle,  p.94. 

836.  The  Rood  Tomer  and  South  Transept, 
Lincoln.  p.lOO.  I2'/2x8I5/i6 

Also  in  'TheArtof  Draw  ing  in  Lead  Pencil 
Fit^william  Museum,  Cambridge 
837  Pottergate, Lincoln  p.llO. 

838.  St. Mary's  Guild,  Lincoln,  p i 18. 

839.  The  Jew's  House,  Lincoln,  p 123. 

840.  Remains  of  the\\  hitefriars'  Priory, 
Lincoln,  p 124. 

841  St.  Mary's  Guild  and  St  Peter's  at  Gowt’s, 
Lincoln,  p. 125. 

842.  St  Benedict's  Church,  Lincoln,  p.  127. 

843.  St.Mary-leAVigford, Lincoln  p i 28 

844.  The  Stonebow,Lmcoln.p.l30. 

845.  Old  Inland  Revenue  Officc.Lincoln  p 132. 
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ri^  l Qj'lr 

906.  THE  WELLAND  AT  COWBIT  ROAD,  SPALDING 


907  THE  WELLAND  AT  HIGH  STREET,  SPALDING 


846.  James  Street, Lincoln,  p 133. 

847  Thorngate, Lincoln. p.  138. 

848.  Lmcolnfrorn  theFoss  Dyke.  p 138 

849.  StouuChurch  p.142.  73/sx7 
Ashmolean  Museum,  Oxford. 

850.  Brant  Broughton,  p.152. 

851  The  Ermine  StreetatTempleBruer  pl54 
The  probable  origin  of  the  etching  The 
Cross  Hands  (No. 5 2). 

852.  Temple  Bruer  Toteer.  p 158. 

855  Navcnby.  pl63 

854.  Wykcham  Chapel,  near  Spalding  p 180. 

855.  The  Haven  at  Barton-on-Humber  p 189. 

b'lz  x 5V8 

Ashmolean  Muscum.Oxford 

85b.  St  Peter's,  Barton-on-Humber.  p 190 

5V8  x 53/8 

The  origin  of  the  drypoint  (No.  40). 

David  Gould. 

857.  St  Mary's, Barton  on-Humber.  p.192. 

b'/i  x b'Is 

Ashmolcan  Museum,  Oxford 

858.  North  Side, Old  Hall, Gainsborough. 

p.  202.  67/s  x63/4 
David  Gould. 

859  South  Side,Old  Hall,  Gainsborough 

p.203.  65/8  X bV 2 

David  Gould. 

860.  Gainsborough  Church  p 205  7 5/8  x 7 
Ashmolean  Museum,  Oxford. 

8t>l  Great  Goxhill  Priory,  p 218.  6 x65/i6 
Ashmolean  Museum,Oxford. 

862  Thornton  Abbex  Gateway  p 220  2x5% 
Ashmolean  Muscum.Oxford. 

865.  Remains  of  Chapter  House  .Thornton  Ab- 
bey. p.22l. 

864  the  Welland  near  Fulney.Spalding.p  237. 

5%  x 6s/8 

Ashmolean  Museum,  Oxford. 

865.  Thornton  Abbey  Gateway.  p 238 
866  Bridge  Street,  Louth  p 241.  97/8  x 6'A 
Ashmolean  Museum,  Oxford 
867.  Hubbard  s Mill, Louth. p 243.5'/ex53/6 
David  Gould. 

8fc>8  The  Lud  at  Louth,  p.246.  6%  x67/8 
David  Gould. 

869.  Clee  Church  p 266  5’/a  x43/4 
Ashmolean  Museum,  Oxford. 


870.  Westgate,  Louth  p 275.  IO',4  x 8 '/a 
AshmolcanMuseum.Oxford 

871  Mamby.p  279.  37e  x6. 

David  Gould 

872  Maplethorpc  Church  p 292. 

873.  Southend,  Boston  p.  297.  7/4  x 6 Vs 
Boston  Public  Library. 

8/4  Markby  Church  p 306. 

875.  Addisthorpe  and  Ingoldmells.  p 308. 

4 x 5 Vs 

David  Gould. 

876.  The  Roman  Bank  at  Winthorpe.  p. 311. 

4 3/fi  x 6!  2. 

David  Gould. 

877.  Bridge  over  theHoliow-Gare.p.330. 

878  Halton  Church  p.331. 

879.  Somersby  Church,  p 341. 

880.  Tennyson's  Horne,  Somersby.  p.35l. 

881  LittleSteeping.  p 357. 

882.Sibsey.  p 362.  6:2  x7 
Ashmolean  Museum,  Oxford. 

883.  Coningsby.  p.369. 

884.  Tattcrshall  and  Coningsby.  p.370. 

885  Tattershall  Church. p.37l. 

886.  The  Lion  Gate  at  Scrivclsby.  p 373. 

887.  Tattershall  Church  and  the  Bain,  p 381 
The  origin  of  the  etching  (No. 44). 

888  Tattershall  Church  and  Castle  p 386 
55/i&  x 6 '/a 

Ashmolean  Museum,  Oxford 

889.  Tattershall  Church  p.  388 

890.  Scrivelsby  Stocks  p.  389. 

891  Kirkstcad  Chapel  p 391  4V2  x 5% 

AshmoleanMuseum,  Oxford 

8^2  Remains  of  Kirkstcad  Abbey  Church  p 396. 

8 x 7 C 16 

Ashmolean  Museum, Oxford 

893  Kirkstcad  Chapel  p 398  8'/z  x 8/4 
N.B  M Griggs. 

894  Darlow's  Yard,  Meaford.  p 403 

895  Leake  Church  p 415.  7 Vs  x 7.4 
AshmoleanMuseum,  Oxford 

896.  Lcverton Windmill  p 417.  6x5 
Ashmolean  Museum,  Oxford. 

897.  fricston Priory  Church  p. 418  8‘/8x73/4 
Ashmolean  Museum,  Oxford. 

898.  Boston  Church  from  theNI.E.  p.42l.  95/ex3T8 
The  origin  of  the  etching  (No.  32). 
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882  SIBSEY 


908  AYSCOUGH  FEE  HALL  GARDENS,  SPALDING 


909.  SPALDING  CHURCH  FROM  THE  5.E 


Fit^iwlliam  Museum,  Cambridge. 

899.  Boston  Slump  p 424  4'/ex4 3A 
Boston  Public  Library,  U S.  A 

900.  Custom  House  Quay,  Boston  p .427. 

B'/ifoX  778 

Bos  toi  r Pu  blic  Library,  Ll.S.  A 

901. South  Square, Boston,  p 429. 59/:6x6 

Boston  Public  Library  U s A. 

902.  Spam  Lane, Boston  p.43i  59/i&  x5G 
Boston  Public  Library,  U S A. 

903.  Lhe Haven, Boston  p 436. 5'A  x 4 5/s 
Boston  Public  Library, U s A. 

904. The0uildhall,  Boston,  p 437.  79/i&x6'8 
Boston  Public  Library,  USA. 

903.  Hussey  s Tower,  Boston,  p 439. 3l5/i6x4s/a 
BostonPublicLibrary.U.S.A. 

906.  LheWellandat  CoiL'bit  Road  .Spalding 
p.442.  7'/s  x 7'/2 

Ashmolcan  Museum,  Oxford 

907.  The  Wei  land  at  High  Street,  Spalding, 
p 443.  5'/'ix6!4 

Ashmolean  MuseumOxford. 

908  AyscoughFecHall  Gardens, Spalding, 
p 445.  o M x 7. 

Ashmolean  Museum, Oxford. 

909.  Spalding  Church  from  theS  E.  p.447. 

I0V8  X 75/8 

Ashmolean  Museum,  Oxford. 

910.  NorthSide.Spaldmg  Church  p 449. 

7%  x 65/8 

Ashmolean  Museum, Oxford. 

911.  Pinchbeck  p 430. 

912. Surfleet.  p 433  3x678 


921  Gedney,  from  Fleet,  p.482. 

922.  Couubit  Church  p 484.  658  x 6 
Ashmolean  Museum,  Oxford. 

923  Cro>  land  Abbey,  p 488 
924.Croyland  Bridge. p.490.  4 M x G'. s 
David  Gould 

923.  London  town  Pen  Sink.  27x22 
In  Shakespeare's  England 

Ttie  origin  of  theetching  Cockayne (No.55). 

Boston  Public  Library. 

92b.  Letch ujorth  Hall.  Pen  & ink 

927.  W indmill  cuith  Broken  Sails.  Pencil  X 

crayon.  6x678 

Boston  Public  Library 

928  W indmill.  Pencil  X crayon.  6x3 
Ashmolean  Museum,  Oxford. 

929  Gateway,  Campden.Pen 3 u ash  bM  / 3 s 
C>avid  Gould 

1913 

930. Maurs  Farm  Pencil  X mash.  4-  8 x 7 
Studx  for  the  etching  (No. 2). 

Ashmolean  Museum, Oxford. 

931  Stanley  Pontlarae.PerAwash.4Vi6x-l  '/i& 
Stud>  for  the  efehinq  y\o .3  Ashmolean. 

1914 

932.  Thrapsfon  Bridge,  Northants.  Pencil. 

67z  x 97z 
F A Comstock 

933  Barnack. Pen X sepia  wash  424  x4Cfe 
STudy  for  the  etching  (No  8). 

A\shrriolcan  Museum 


N.B.M.  Griggs. 

913.  Surfleet  Windmill,  p 434. 

914.  TheWelland  atMarshRoad,  Spaldinu 
p.438.  6Va  x 6Ve 

Ashmolean  Museum,  Oxford 

915.  Alqarkirk.p  460.  874  x8'/2 
Ashmolean  Museum,  Oxford. 

916  At  Fulney.  p 4a2. 

917.  W haplodeChurch  p 467. 

918.  Fleet  Church,  p 469.  8'/z  x57z 
David  Gould. 

919.  Gedney  Church,  p 471  8'/4  x67s 
Ashmolean  Museum, Oxford. 

920.  Long  Sutton  Church  p 473. 95/8  x 5 A 
Ashmolean  Museum  Oxford. 


The  following  fwodrawings  in  pen&  ink  in 
Campden  : 

934.  Alterations  at  The  Martins.  55/s  x45/4 
Boston  Public  Library. 

935.  Elm  Tree  House  Barn -in  demolition  5 34  x55/i6 
Boston  Public  Library. 

The  following  tout  dron  ings  in  pencil  in  The 
English  Parish  Church  : 

936.  Church  Stref  ton,  looking  toujards  Cara- 
doc,  Shropshire  p 19. 

937  Marston  Mortaine.Bedfordshirc  p 119. 

938.  Feering,  Essex  p.248 

939.  Detached  Belfry,  Pcmbridgc,  Hereford 
shire,  p.268 

lhe follocumg  onehundred  and  fourdrawings 
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in  HighiuoysS  Byways  in  Northamptonshire 
\ Rutland  Ihc  originals  of  those  whose  si$e 
is  notedarc  in  the  Northampton  Public  Library. 

940  Western  Towers,  Peterborougluathe- 
drul  Frontispiece  I'M  x5 

941  Queen  s Cross,  Hardingstone.p  3.  9 x574 

942.  St.John's  Hospital,  Northampton,  p 5 
8x7'/i 

943.  Lromwell  House, Nortfiampton  pll  6/2x5 

944.  St  Sepulchres  Church,  Northampton  p 15. 

7 x5 


975 AVadenhoe  Church  p .75. 

976. Tickmarsh  Church  p 79.  6x7 

9/7.  Barnwell  St.  Andrew  Church  p 84. 4%  x4'/4 

978  Barnwell  Castle,  p 85. 5Vz  x 7/4 

979.  Polebrook  p 8b.  474  x4'A 

980.  North  Street, Oundle  p 89. 5 x 7. 

981.  St.Osyths  Lane, Oundle.  p 91  6 5,4  x5Zz 
982  Brigstock  Church  p 94.  5 x35/4 

983.  Ly veden New Bield . p 97  4 'h x 674 

984.  Oundle  Bridge,  p 99.534  x8 

985. Warmmgton  p.IOO.  7x674 


945  St  Peter  s Ctiurch, Northampton  p.  17. 7x6/2  98o.  Fothermghay Church,  p 102.  972x6/4 


946.  The  Ncne Valley,  near  Northampton  p22 

37zx5 

947.  Billing  Mill.  p.  23. 474  x 5 '/z 

948.  Cogcnhoe  p.25.  7x7Vz 

949.  Winston,  p. 26.47z  x5'/z 
l)50.  Easton  Maud  it  p 29  73/4  x9 

951.  Wollaston,  p.30.  8x672 

952.  Earl's  Barton,  p 32.  934  x672 

953.  Vlears  Ashby,  p 33  7 x 6,2 

954  Road  near  Mears  Ashby,  p.34  bJ/4  x Th 

955  On  the  Northampton  -Wellingborough 
Road.p  35.  472  x6 

956.  W ilby  Church  p.36. 872  x 674 

957.  West  Door.Wellingborough  Church 
p 37  5 x5 

958.  Old  Houses, Wellingborough  p 38. 

7 x 572 

959.  The  Hind  Hotel, Wcllingborouah  p 40. 
5x7 

9bO.  Wellingborough  Church  p 41.  8 x474 

961.  Tnrapston  Bridge. p.42.  372  x 572 

962.  Finedon  Church  p 44.  674  x572 

9b3  Irrhlingborough Church. p. 46. 1072x7 
964  Irrhlingborough  Bridge. p.48. 672  x 8/2 
965.  Rounds  p 50.  5 1 4 x53/4 
96b  Ringstcacl  Church  p 51  474  x6 

967.  Higham  Ferrers  Church  and  School- 
house.  p 52.  5 x83/4 

968.  The  College,  HighamFerrcrs.p  56  6x6 

969  High  Street, Rushden.  p.58. 5x572 

970  Rushden  Church,  p.59.  472  x 572 

971  Irchestcr.  p.60.  672x674 

972  Irchester  p.bl  9x674 

973.  A Meeting-house  at  Thrapsfon  p 64. 
472x4 

974.  LowickChurch.  p.65.  574  x6 


987  Fothermghay.  p 103  474  x 772 
The  origin  of  the  etching  (No.48j. 

988.  Tansor.  p 109. 4x5 

989.  Cotterstock  pill  4x6 

990.  CotterstocKHall  p 112.374  x43/4 

991.  The  Talbot  Inn.Oundlc.p  115  574x472 

992  Wonsford  Bridge  p lib.  7x9 

993  A Rum  at  Castor  p 119.  8x774 

994  Castor  p i 21.  4x4 

995.  Milton  House,  p 122  3x574 

99b  Gateway  to  the  Precincts,  Peterborough. 

p 125. 8 x53A 

997.  South  Transept,  Peterborough  Cathe- 
dral. p 1 2 7 572  x674 
998  The  Guildhall  and  St  John's  Church, 
p.  132. 574  x 772 

999.  NorthboroughChurch.p.133.  3/4x472 

1000.  Maiden  Lane, Stamford,  p.134. 472  xt>74 

1001.  At  St  Martin's,  Stamford,  p.135. 474x5 
l002.Stumford  Baron. p 137.  5x7 

1003  Burghley  House  p 158.  4x8 

1004  Barnack.p  142.  6 x 574 
The originof  the  efchingCNo  8). 

1005  Tickencote.p  147. 

1006.  ManfonChurch.  p.  161 . 

1007.  Oakham  Church  p 164 

1008  LanghamChurch.p.171 

1009  HighStreet, Uppingham  p 173 

1010.  The  Market  Place,  Uppingham  p i 74. 

1011.  An  Uppingham  Courtyard,  p 176. 

1012.  The  Old  School-house.Uppmgham  p 178 

1013  The  Old  School  house,  Uppingham  p 179 

1014  Liddington  Bede-house,  p 182. 

1015  Liddington  Bede-house  Garden  Tower, 
p 185. 

1016.  A LaneatKingsCliffe.p  191.  5x5 
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900.  CUSTOM  HOUSE  QUAY,  BOSTON 


901.  SOUTH  SQUARE, BOSTON 


902.  SPAIN  LANE,  BOSTON 


905.  THE  HAVEN,  BOSTON 


904  THE  GUILDHALL,  BOSTON 


1017.  kmg'sCliffe.p  192  5x7 

1018  Rockingham  Castle  p.208  4 x 474 

1019.  Gateway,  Rockingham  Castle  p 212. 
574  x 9 

1020.  The  Yew  Walk  Rockingham  Castle  p.2 
874  x 7 

1021.  Kirby  Hall  p.219  474  x6 

1022  Kirby  Hall  p.22l.  374  x472 

1023  Stamon  p.227.  774  x674 

1024  Brixiuorth  Church  p 232  6/2  x572 

1025.  Spratton  Church,  p 239.  674  x 6 

1026.  A Cottage  at  Spratton  p 240. 4 x 372 

1027  Naseby.  p 242.  374  x53/4 

1028  Kettering  Church  p 255.  9 x572 

1029  Geddington  Cross  p.257.  672  x 474 

1030  Boughton  House. f>  259.  572  x 7 

1031.  Rothirell  Town Shop  p.268. 5x6 

1032.  Rothcuell  Church. p.269. 5 x95/4 

1033.  Thorpc\lalsor.p.272.  6x672 

1034.  Gay  ton.  p.274.  7x572 

1035. Daventry  Church  p.296.  7x572 
1036  An  Old  House  at  Da  ventry.  p.297. 

4V4  x572 

1037.  Canons  Ashby,  p 301. 

1038  Staverton  Church  p.325.5x6i4 

1039.  Sulgrave  Manor  House  p 331  5x774 

1040. Tailpiecc^Polebrook).p.350  8x674 

1041.  Whissendine  Church  p.359. 

1915 

.1042. Cottages atWestington  PcnXink. 57sx 
65/i6  In'Campdcn'. 

Boston  PublicLibrary. 

1043.  Lanercost  Priory.  Pencil, tinted  95/8x63/4 
David  Gould 

1044.  MoonriseoverRivcr  Pencil.  4 x5l5/ie 
British  Museum 

1045  The  Cresset  and  the  Barbican  Pencil 
75/8  x 6 

Boston  Public  Library. 

1046.  The  Quay.  Pencil.  67s  x 77s 
Study  for  the  etching  (No.l5j. 

Ashmolcan  Museum,  Oxford 

1047.  The  Manor  House  Doorway,Hitchin. 
Pen  X ink. 

The  following  onchundred  and  seven  drain- 
ings in  pencil  in  Highways  & Byways  in  Not- 
tinghamshire'. Drawings  whose  si?c  is  not- 


ed arc  in  the  Nottingham  MuseumS  Art 
Gallery. 

1048  St.  Mary's, Nottingham,  from  the  S W. 
Frontispiece  10/4  x63/4 

1049  Sunrise  on  the  Trent,  p I 

1050.  The  Tlymg  Horse  Inn,  from  an  old  paint- 
ing p.6.  674  x 6 

I05I  The  Salutation  Inn,  Nottingham  p 8 674x6 
1052.  Houses  in  Castle  Gate,  Nottingham,  p ll 

674  x 47s 

1055.  Garncr'sHill, Nottingham  p. 1 2 . 772  x6 

1054  The  Poultry,  Nottingham  p 13. 

1055  Castle  Gateway,  Nottingham  p 15  73/4x63/e 

1056.  Houses  in  the  Poultry,  Nottingham,  p.18 

774  x6'/4 

1057.  NottinqhamCastle  p 21  45/s  x55/e 
1058. Short  Hill,  Nottingham. p 28.  7 x67s 

1 059.  Friar  Yard , Nottingham  p.  30.  672  x 4 h 

1060.  FriarYard,Noftingham.p.3l.  33/4  x53/s 

1061.  St  Mary's  Church, Nottingham,  from  the 
HollowStone.p  35.  972x774 

1062. St  Mary'sChurch, Nottingham, from  the 
North,  p.37. 

The  origin  of  the  etching  (No.4l). 

1065.  Lcnton  Road,  Nottingham,  p 38. 7x674 

1 064.  Wol  la  ton  Hall.  p.  45.  8 x63/4 

1065. Wilford  Church,  p 48.  774  x572 

1066.  The  Trent  near  Clifton.p  52.47a  x 83A 
The  originof  theetching(No  50). 
Ashmolean  Museum,  Oxford . 

1067.  Clifton  Grove,  p 54.  6%  x95/e 

1068.  Costock  Windmill,  p 67. 

1069.  Bunny  Church,  p.74.  478  x 67s 
1070  Colston  Bassett  Cross,  p 88. 4/4x374 

1071.  Langar.  p 92. 47s  x57e 

1072.  Langar  Church,  p.97. 

1073.  Bingham  Church  p.lOO. 

1074.  Cottages  at  Scarrington  p.l03. 

1075.  The  Trcntat EastBridgford  p.H4. 

1076.  Car  Colston  Common  p.l  16  378x572 

1077.  The  Fosseway  at  Syerston  p i 21. 43A  x 7/2 
1078  ThcTrentnear  Syerston.  p 122.  272x672 

1079.  EastStoke.p.  123. 578x878 

1080.  Southwell  Minster  from  the  South, 
p 125. 

1081  Southwiell  Minster, West  Front  p 127. 
1082. Southwell  Minster  from  the  North- 
East  p 153. 
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1085  The  Chapter  House.Southwcll  p 155. 

67/s  x 4 74 

1084.  Southwell  MinstcrandPalaccRuins. 
p 139. 

1085.  Thurgorton  Priory  Church. p 165. 8 x53/4 

1086. Lowdham  Church. p 172  7 7/s  x 7 3/s 

1087.  EppcrstoncMcadows  p 174  45/6x55/4 

1088  Demolition  in  Church  Street,  Mans- 
field. pi  7b.  478  x 57a 

1089  Union  Street,  Mansfield. p 177  65/ex7 

1090  Kirkgate, Mansfield  p 178  5 A x574 

1091  Cave  Dwellings  at  Mansfield  , p 179. 

4 x6!  2 

1092.  Union  Yard, Mansfield  p 181.  7%x572 

1093.  Dun  Yard,  Mansfield. p I82.43/8x4 

1094 . Nemstead  Abbey,  p 189. 

1095.  Newsfead  Abbcyat  the  present  day. 
p 199. 

1096  Annesley  Church  p 202.6  x 6% 

1097.  Papplewick  p 212  3 78  x 5% 

1098  Linby  Cross. p 213.  77s  x6'/2 

1099  The  Major  Oak  . p 223 

1100  ThcLady Chapel, WorksopPriory p229 
57M  x83/8 

1101  Worksop  Priory.  p 230.  6 x67  s 

1 102  Worksop  Priory  Gate  way  p 231  4/2x5% 
1103 AVorksopPrior\ . p 233  574  x5% 

1104.  The  Old  Ship  Inn.W'orksop  p .237  5/4x4 

1105.  CresiLidl  Crags. p 240. 

1 1 06.  YVc  I beck  Abbey  p.252. 47;  x l'/i 

1107  Clumber. p.26o 

1108  Clumber  Bridge,  p 270  4 ‘7s  x t>54 

1109.  Tnorcsby.  p.273. 

1110.  Ollerton.p  28b  3 x 478 
III).  Rufford  Abbey  p.289. 

1112.  Edwinstowe Church  p .300. 65/8x57e 

1113.  BlythPrioryRuins.pAOb.  b'/2x55/4 

1114.  Ruins  of  Blyth  PnoryChurch  p 308. 
572  x67/8 

1115.  The  Bell  at  Barnby  Moor.p.318  6‘'2x67/8 
1116  Church  Street,  Baujtry.p  330.478  x 8% 
1117.  East  Retford  Church  p 333. 

1118  Babworfh.p  337. 

1119  Gamston  Church. p 339.  65/s  x 53/s 

1120.  Elkesley  Church  Porch  p 340.  b x47/s 

1121.  West  DraytonChurch  p34l.  63A  x6 

1122.  Markham  Moor  p.342. 65/s  x87e 

1123.  At  East  Markham  p 345. 


1124.  East  Markham  Church  p 347. 

1125  . A Yard  at  Tuxford  . p 349.  8 74  x67z 

1126.  Tuxford  p. 351.  674  x83/8 

1127.  The  Trent  at  Laneham. p.355. 

1128.  ACorbel  atRumpton.p  355. 472 x 274 

1129.  Dunham  Church. p 356. 

1130.  Ihc  Trent  at  Laneham  p 357. 

1131.  Raqnal.p  358. 

1132.  Gateway  at  Rampton  p.359.  5 x43/4 

1133  Laneham  Church. p 362  772  x 73/4 
The  origin  of  the  etching  (No.30). 

1134  Littleborough  Church  p 363  4%  x 5V4 

1135.  Sturton  le  Steeple  p.364. 

1136.  North  Leverton  Church  p.365. 

1137.  House  at  NorthWheafley.p.367  7x65/e 

1138.  Cla>  worth  Church  p 369.  53/4  x 5 

1139.  Mattcrsey  Bridge,  p 371  578x1078 

1140.  Sutron-on  Trent  Church  p. 372. 47/8 x 534 

1141  Mattersey  Abbey,  p 373.  5 x 778 

1142  Laxton  Church,  p.378. 

1143.  LaxtonMill.p.380. 

1144  Holme  Church  p.386.  43/4  x55/8 

1145.  Averham  .p  389.  43/4  x65/s 

1 146.  Newark  Church  from  the  North  p 391 . 

5 'A  x 9% 

1147.  Newark  Castle  p.392.  67s  x 774 

1148.  Newark  Castle  and  Bridge,  p 393. 772x9% 

1149.  The  Market  Place, Newark. p.  395. 678x6 

1 150.  Newark  Church,  South  Transept  p 396. 

874  x 8 3/8 

1151  Newark  Church  from  the  East,  p.398. 

1152.  The  Beaumond  Cross, Newark  p .400. 

53%  x 37e 

1153.  The  Saracen's  Head  Yard,  Newark 
p 401. 

1154  Moonrise  on  the  Trent,  p 422. 

1916 

1155.  The  Minster  in  Embryo  Pencil.  57/8  x I'/i 
Study  for  the  etching  (No.  21). 

Boston  Public  Library. 

1156.  TneMinstcr.  Pencil, tinted.  372  x65/s 
Study  for  the  etching  (No.  21). 

David  Gould 

The  following  fivedrawmgs  in  pen&ink  in 
Campden  All  are  in  the  Boston  Public  Library. 

1157.  Courtyard  of  ElmTrec  House.  772x55/8 
1158  IPod's  Barn  at  Broad  Campden. 45/8x6M/ifc 
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1 1 *>9  Ruined  Bums  at  Westing  ton.  Doted 
1916 _25.  4 5 .e  x 578 

1160.  Dame  Julianas  Gateway.  67s  x5  9/i& 
llbl.  Stone  Stairs  at  Elm  Tree  House.  8'k  x 
6k  The  same  scene,  redraw  n,  is  in  High 
ways  X Byways  in  Oxford  X the  Cots- 
wolds',  p 189. 

1917 

1162.  Sellenger.  Black  chal  K . 5 Ye  x 6% 

Study  for  the  etching  (No.  18). 

Boston  Museum  of  Fine  Arts, 
the  folloumngfour  drawings  in  penxink 
in  Campden  . a\II  arein  theBoston  Pub- 
lic Library. 

1163  ThcCburch  fouerX  theFir  Free.  Dated 
1917-25.  55A  x5k 

1164.  Cottages  inBroad  Entrv  45/s  x57  6 

1165.  Calf's  Lane.  474  x55.:6 

1166.  The  Market  Hall  X The  Mar  tins.  4%  x5G 

1918 

1167.  TheMinster. Pencil.  75kxlO"/i6 

I Iu8.  Yew  at  Mickleton.  Pencil  X crayon 

5' 2 X 71 2 

Boston  Public  Library 
Ihe follori  mg  six  drau mgsinpenXink  in 
Campden'.  All  arein  the BostonPublic  Lib- 
rarx 

1169.  FhcOld Com  t Garden  Dated  1918-25 

6 Vs  x 5'/s 

1170.  The  Court  Farmyard.  5?/8x53,6 
1171  Pike  Cottage  Garden.  3 5/s  x 5 
1172.  The  'Old  House  at  Home7  67s  x fc> 74 
1175.  A BrookinthePastures.45/8x6l5/ife 
1174.  A Footbridge  in  the  Pastures.  3%  x55/8 
1175-1180.  Epiphany. 

Six  small  pencilstudiesfortheetching  (No. 
23). 

Boston  Public  Library. 

1181  A Landscape  Pen  X ink. 

Headpiece  in  Land  X Water . 

1182.  A Hollow  Elm  Pen  Sink 
Illustration  fora  poem  by  Edward  Shanks 
in  Land  X Water 

1183.  Dover's  Hill.  Pencil 

6 X 83/4 

Miss  Grace  Gurney. 


1919 

The  following  two  drawings  in  pens  ink  in 
Campden'.  Both  aie  in  the  Boston  Public 
Library. 

H84.AFoorbudgenear  the  Wood  4V;6x55/e 

1185.  Ihe  Landgatc BrookinSheep  Sheet. 

43/8x578 

1186.  Anglia  Perdita.  Pen X ink,  with  touches, 
on  the  tower,  of  brou  ncruyon  over  pencil 

7 3/8x578  Entitled  Sacrilege  by  the  artist  on 
the  mount,  it  is  an  early  conception  of  the 
etching  (No.  28). 

Ashmolean  Museum,  Oxford. 

1187.  Anglia  Perdita.  Pencil  Dated  1919  5 1923. 
oVifc  x 4"/i6  (excluding  lettering, 

Inscribed  in  Latin  around  edges. 

Study  for  the  etching  (No.  28;. 

Ashmolean  Museum, Oxford. 

1188.  Anglia  Perdita.Pencil.  7 5/a  x 67s 
Inscribed  in  Latin,  two  lines  at  top,  one 
line  at  bottom  and  inlouer  margin, \ery 
faintly. 

Study  fortheetchina  (No.28  . 
AshmoleanMuseum,  Oxford. 

1189.  Study  fora  Cross.  Pencil . 85/4  x TVs 
Boston  Public  Library. 

1190.  Study  for  a Cross.  Pencil.  67  4 x6 
Boston  Public  Library. 

1191.  Stony  hurst  College-New  Quadranale 
Pencil  -3  wash.  8 V z x 9 '/k 

Study  for  an  architectural  design . 
Ashmolean  Museum, Oxford 

1920 

1192.  Landscape.  Pencil.  27sx45/a 
Letterhead  for  TheCotswold  Gallery, London 
Boston  Public  Library  . 

1193.  Old  Street  Scene  w ith  Cathedral  Pencil 

73/4  X 10  V4 

David  Gould 

1194.  farm  Wagons  Pencil  £ wash 

474  x 578 

Boston  Public  Library 

1195.  A Ricky  ard.  Pencil  474  x 778 
Boston  Public  Library 

1196.  Thorn  in  Weston  Park  . Pencil  5 crayon 

b'/z  x l‘/z 

Boston  Public  Library. 
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1042  COTTAGES  AT  WESTINGTON 


1159  RUINED  BARNS  AT  WESTINGTON 


1163.  THECHURCH  TOWER  AND  THE  HR  TREE,  CAMPDEN 


1165.  CALF'S  LANE,  CAMPDEN 


1172.  THE  OLD  HOUSE  AT  HOME1,  CAMPDEN 


1174.  A FOOTBRIDGE.  IN  THE  PASTURES,  CAMPDEN 


1921 

1197.  Tattershall  Castle  Pencil  -478  x 8 7s 

Lessinq  Kosenujald  Collection 

1198  Garden  at  Souldcrn  Court,  Banbury. 

Pencil.  79/4  >8 

Miss  Monica  Withers. 

1199.  Oxford:  The  Entrance  of  LadyMar- 
qaret Hall. Pencil  I3'/zxI9'/z 
In  the  Oxford  Almanack,  1922. 
AshmoleanMuseurn.Oxford. 

IZOO.  Nina's  Bridge'.  Pencil 

1921-24 

Thefollouuing  eighty  drawings  in  pencil  in 
'Highways -iByieays  in  Leicestershire . fhc 
originals  are  in  the  Leicester  Museums  X 
Art  Gallery.  Those  da  red  a re  so  noted. 

1201.  Courtyard  of  the  Old  TowriHall, 
Leicester.  Frontispiece  1921  9'/?  x7 

1202.  The  Jewry  Wall,  Leicester,  p 3. 1921 
7/2  X 978 

1203.  The  Old  Library,  p. 7.  1074  x 7 

1204.  The  Old  Town  Hall.  p.9.  617  x9 

1205.  St.  Maryde  Castro  p 12.  7x  8/2 
IZOu.Ncwarke  Gate, Leicester. p 14  ,9x87e 

1 207  Leicester  Castle  Gatewav.p  18  1074  x 
5M 

1208  Adjoining  the  Chantry  House,  Leices- 
ter. p.20.  7 x75/4 

1209.  St  Margaret  s Church  p 24  1921  1174x774 

1210  The  Abbey  Wall  , Leicester  p .26.1923. 

874  X 67/8 

1211  Arrstey  Bridge. p 35.674  x97e 
1212.  Aylestone Bridge. p 50.  6/4  x678 

1213  Desford  Old  Hall  p 52.  l923.b'/zx7'/4 

1214  Kirby  Musloe Castle,  p 54  1923  772x1074 

1215.  Groby  Pool,  p 55.1923.  574  x IO'/z 

1216. GrobyOld  Hall.p.57.  7 Vs x 8 7z 

1217.  At  Newtown  Lindford.p.58. 1921 .574x772 

1218.  Bradgatc  House  Chapel,  p.  61. 6x574 
1219  Beaumanor  p.b7. 1923.  8 x 13 

1220.  Charnwooa  Forest  p 71  7x77/8 

1221  HighSharpley  Summit,  p 73.  C>  Vs  x 1 1 5/s 

1222  Ulverscroft  Priory.p.80.  578x674 

1223.  Loughborough  Church  p 85. 1923. 

1174  x 85/s 

1224.  Shepsed.p.97.  7/2x578 

1225.  Kegujorth  Church  p 107. 1922. 772x97s 


226.  Lockington.p.llO.  1923  774  x 9 ! 2 

227.  Hemington  p.112  1923.  75,4  x8.  z 

228.  A House  at  Castle  Domngton  p 114. 1923 

774  x 5 74 

229.  Breedon-on-the  Hill  p.  127. 1924.678x9 

230.  Ashby  de  la- Zoueh  Church. p.  130. 

924.  678x9 

231  Thr  Bull  s Head  at  Ashby  dc  la  Zoueh. 
p 133. 1924.  672x974 

232.  The  Castle  Chapel,  Ashby-de  la  Zoueh 
p 140. 1923. 878x10', 4 
233  Grace  Dieu  Rums  p. 1 56  1923  778x11 
234 AV hitwick Church. p 159.  7'/2 x 6/2 

235.  Church  Street,  Lutterworth  p 163  8/2x878 

236.  At  Lutterworth,  p 167. 1923.  574  x 774 

237.  Mister  ton  p 171. 1924  772x674 

238.  A Yard  at  Hinckley,  p 181  1924. 57sx8'/2 
259. Church Walk  Hinckley.p  182.  7x67/s 

24  0. Market  Harborough  p 194  1924. 872x77s 

241.  BarnuuickHill,  Market  Harborough. 
p 197.  1924.  9 x77s 

242.  Church  Langton  p 201  1924  6/2x7 

243.  Wtstow  Church. p 213. 1924  5 x 774 

244.  Shearsbv.  p 218.  872  x 77s 

245  Loddington  Church  p 242  1923.  7x978 
246.  Launde  Abbey,  p 244  1923.  75/e  x7 
24 7AYithcote  Chapel  p 246.  774  x 9'/z 
248.  Halstead  Hill. p.248. 1923.  7x9/2 
249  Tiltin  Church  p 231  1923. 57/s  x672 

250. Loujesby  Park  p 266  1924. 774  x 77/s 

251.  Queenby  Hail  p.268.  8/2  x65/8 

252. Hungerton  p.27l.  1923.  7 5/e  x 77s 

253  Ashby  Folville. p 273  1921  8/2 x IT/2 

254  Burton  La^ars.p.28l.  6 7a  x l'h 

255  MeltonMowbray. p.284.  878x578 

256  Kirby  Bellars.p. 285  1923.  7x10 

257.  Melton  Mowbray  Bede  House  p 288 
923.  778  x6 

258.  Stapleford  Hall. p. 290. 1923.874  x 7/2 

259.  BillesdonCoplaw  p 303.  778 x 1074 
260  An  Old  House  at  Ab-Kettleby.  p.326. 

923.  8/8  x 9 

261.  Ragdalc  Old  Hall. p 332.  97 e x 13/4 
Ihe  origin  of  the  etching  (No  45). 

262  Ragdale  Church  p 3 3 3 5 74  x 85/s 

263  Croxton  Kerrial  p 340.  8/4  x 1174 
264.Eastw>ell  Church  p.344.  67s  x 1074 
165  Belvoir  from Croxton  Kerrial.  p 355.6/4  x9 
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1266. Bottesford  Church  p 572. 1923. 674  x I O 

1267.  Bottcsford  p 375.  85/s  x IZ 

1268  Mountsorrcl.p.389. 1924.  6'  4 x 9 

1269.  Mountsorrcl.p  391. 1924.  75A  xlO',4 

1 270.  Rothley  Temple. p.393. 1924.  75/4xll 

1271.  Old  Houses  otRothley.p.  395  1924.8x7/8 

1272  TheWheaGheaf  at  Thurcaston.p598. 
19  24.  6 7ex7 ' 4 

1275. Potter?) Murston Chapel  p 402. 1924. 

554x872 

1274  Cottages  at  tail  Shilton  p 408  1923 

654x1074 

1273  Stoke  Golding  Church. p.412  1923. 7 '/s  x 7 
1276. St.Pcter's.BosiJUOrth  p.417  1923. 10  x7 

1277.  Uopsal Hall  p 421  1923.  8 x75/s 

1278.  Appleby  Magna  p 423  8 x 778 

1279.  Appleby  Manor,  p.425  1924. 7 x9J/s 
1280  Houses  at  Appleby  Magna  p 426. 

672  x 5 V4 


1295  Landscape  Sepia  154  x 5 4 
For  the  Queen's  Doll  House. 

1296  W inter  Sunset.  PcnVink  b'.z  x 6 74 

1297.  Oxford  Magdalen  Tower  Pencil  I6xl25/s 
In  the  Oxford  Almanack, 1923. 

Ashmolean  Museum,  Oxford 
The  following  five  drawings  in  pcnSmkm 
Finest  Oimson  His  Life-Work  7 
1298  Uimson  s Cottage  at  Sapperton:  South 
Side,  b'/i  x b'/i 
N.B.M  Griggs. 

1299.  The  Stroud  Valle>  at  Sapperton 
1300  Stoneyuuell  Cottage.Leicestershirc 

1301.  The Cottageat  Sapperton  North  Side 
65e  xb5.8 

i\  BM. Griggs 

1302.  Sapperton  Churchyard.  7x5 7/'a 
N.B.M. Griggs. 


1922 

1281.  Hawthorn.  Crayon.  6G  / 4\’a 
Boston  Public  Library 

1282.  Elm  at  St.lppolyts.  Crayon  672  x 4 5/4 
BostonPublicLibrarv 

1283.  Pont  Sf-Benez,et, Avignon  Pencil  X 
crayon.  675  x 12'/z 

N B M. Griggs. 

1284.  Le  Palais  des  Papes,  Avignon . 

1 283.  Cloitrc  St  Pierre,  Avignon.  Red  dnd 
black  crayon.  !Q7,8  x85/s 
Lessing  Rosencuald  Collection 

1286.  Avignon. 

1287.  Place  d'Amirande,  Avignon. 

1288.  L Abside  de St-Didier, Avignon  Pen- 
cil. 1 3 5. 8 x 772 

Lessing  Roseruiald  Collection 

1289.  Avignon -Vi  I leneu  vc. 

1290  Noue-Damc  des  Dorns,  Avignon 

1291.  Lc  ClocherdeSt-Symphoricn.Avignon 

1292.  Rue Peyrollerie, Avignon. Red  V black 
crayon.  1774  x IO'  4 

P.  A Comstock 

1293.  LcPom  d'Avignon  Red  & black  cra>on 

7 72  x 1674 

1294  Fenchurch  Pencil,  tinted  3'/4  x 5'/2 
Study  for  the  etching  Fen  Monastery  (No .31). 
David  Gould 


1923 

The  follow  ing  tijuo  drawings  iripenN  ink  in 
Ernest  Gimson : His  Life  V Work 
1303  Ernest  Gimson's  Cottage  at  Pmbury 
Park.  754  x 65/s 
N.B.M.  Griggs. 

1304.  Daneway  House  near  Sapperton. 

1305.  Tarring  Neville, Sussex  . Pencil.  5 x47/ife 
British  Museum. 

1306.  Ampney  St. Mary.  Pencil  43/i6x 6 
British  Museum. 

1307.  Church  in  a Wood  Pencil  674  X6V4 
Boston  Public  Library. 

1508.  TheNorth  Aisleof  St.James's  Church 
pen  Vink.  6'/8  x6'/2 
In  Campden 
Boston  Public  Library 

1309.  DuntisbourneRouseChurch  Pencil 
67z  xlO'/4.  On  rev  erse  is  a study  in  pencil  of 
a hoop-raved  wagon 

David  Gould. 

1310.  Oxford : The  Bodleian  Library  and 
Fellouus  Garden,  Exeter  College  Pencil. 
IntheOxford  Almanack,  1924. 

The  following  thirteen  drawings  in  pencil, 
studies  for  the  book  on  Campden  All  are 
owned  by  N.B.M  Griggs. 

1511.  Beehives  at  Wood  Cottage,  b'k  x 372 
1312.  Lhe  Green  Dragon  9 x67i 
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1285.  CLOITRE  ST- PIERRE,  AVIGNON 


1188.  L'ABSIDE  DE  ST  DIDiER,  AVIGNON 


1292  RUE  PEYROLLERIE,  AVIGNON 


1513.  fhe  Island  House.  Demolition.  9x6  5/< 
1314  The  Green  Dragon  Demolition  in  pro- 
gress. 8x5  J/4 

l3l5.TheOreen  Dragon  Demolition  in  pro 

gross.  9 '/z  x 6. 

1316  Ihe  Market  Hull  Corner,  from  a faded 
photogruphtakemnl880.  7 x 7 5/s 
1317.  fheMarket Hall  6x8 


1335  Sarras.  Pencil  7/2xl07/e 
Final  study  for  the  etching 
Lessing  Roseniuald  Collection 

1336  TheMarket Hall  from  Upper  High  Street. 
Pen  3 ink.  472.x  6'A 

In  Campden'. 

Boston  Public  Library. 


1318.  IPod's  Barn,  Broad  Campden  6/2  x 7 

1319.  FheGrcen  Dragon, recently  stripped 
of  its  coat  of  plaster.  578  x8G 

1320.  The  Tyke,  Broad  Campden . 47/s  x 57a 

1321.  Tally-ho  Corner.  Z'/2  x 27/s 

1322.  Haydon's  Forge,  Lower  High  Street, 
early  morning.  578  x 9 

1323  Looking throughtheMarkefHall.7y2x6 


1927 

1337.  Castor  Pencil.  5/4  x 472 

Final  study  for  the  etching  (No.38). 
Ashmolean  Museum , Oxford . 

1 338.  Duntisbourne  Rouse  Pencil  on 
brown  paper.  45A  x4/2 

Miss  GraceGuincy. 

1929. 


1924 

1324  Potters'BouJ.Pencil.65/4  x57s 
Study  for  the  etching  (No.33). 

Boston  Museum  of  Fine  Arts. 

1325.  Potters  Bom. Pencil.  9/8x678 
Another  study  For  the  etching 
Boston  Museum  of  FineArts. 

1326.  Potters'  Bouu.Pencil.  9'/8x65/8 
Another  study  for  the  etching . 

Ashmolean  Museum,  Oxford. 

1327.  Tithe  BamatCalcot.Glos.  Pencil  14x11 
1328  Tithe  BamatCalcot.Glos.  Pencil  14x11 
1329.  Tithe  Bam  atCalcot.Glos.  Pencil. 12x10 
1330  St  H ugh's  Altar,  Letchcuorth . Pen  Sink 
In  The LiFeof  Dr. Adrian  Fortescuc1 

1351. Old  Buildings.Lincoln's  Inn.  Crayon. 
1274  xI63/4  For  the  Stationers' Almanack. 
BostonMuseum  of  FineArts. 

1925 

1332. TheAlmonry  Pencil.  9/2  x6'/2 
Final  study  for  the  etching  (No  34). 

Lessing  Roseniuald  Collection. 

1333.  Tarring  Neville,  Sussex  Pencil.  6x8 
Study  for  an  etching. 

Boston  Public  Library. 

1926 

1334. Sarras. Pencil.  678x9/2. 

Study  for  the  etching  (No.  35). 

Ashmolean  Museum, Oxford. 


1 339.  The  Maypole  Inn.  Pencil  & grey  mash, 
with  some  pen  l black  ink  touches.  67/i<b  x 

8I3/I6 

Study  for  the  etching  (No.  42). 
AshmoleanMuscum.Oxforcl. 

1340.  The  Maypolelnn  Pencil  6/2x978 
Final  study forthe  etching. 

Boston  Public  Library 

1930 

1341  Lone  End.  India  ink  wash. 

474  x 7/z 

Study  for  the  etching  (No. 43) 

BostonPublicLibrarv. 

1931 

1342.  Dawn, DoversHill  Pencil. 67/s  x97? 

FA. Comstock. 

I343.0uulpen  Manor  Pencil.  8'/s  x 1 1 5/s 
Drawing  on-the-spotfor  fhc  etching(No  46) 
BostonPublicLibrary. 

1344.  Lanterns  of  Sarras.Pencil  . 37/8x3'/4 
Study  for  fhc  etching  (No.  47). 

Boston  PubhcLibrary. 

1932 

1345.  PalaceCourt.  Pencil.  95/s  x67/s 
Final  Study  for  the  etching  (No.  4 9). 

Boston  Public  Library. 

1934 
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1346.  Flower  de Luce.  Pcn&ink. 

A burned  Fragment  of  a study  Fora  project- 
ed etching. 

Boston  Public  Library. 

1347.  Flower de Luce  Pencil  75/8xlOV8 
Another  study  for  the  projected  etching. 
N.B.M.  Griggs. 

I34B.  Flower  dcLucc.  Pencil.  7*93/4 
Anotherstudy  for  thcprojcctcd  etching. 
N.B.M.Origgs. 

1933 

1349.  Sydc.  Pencil.  5 x49/ic 
Study  for  theetching  (No.54). 

Ashmolean  Museum,  Oxford. 

1936 

1330.  Church  Porch.  Pen  & wash.  674x6% 
Boston  Public  Library. 

1331.  Spinning  Hill  Pens,  wash.  55/<  x77i6 
Study  foranctching.  Intheright  margin 
are  small  pencil  detailed  studies  of  the 
church  and  a half-timbered  house. 
Ashmolean  Museum, Oxford. 

1332.  Studies  of  horses.  Pencil  on  tracing- 
paper.  Wh  x 8'/z 

FA. Comstock. 

1333  Data  sketches  of  unidentified  church- 
es. Pencil. 

Boston  Public  Library. 

1334.  Ely  Cathedral.  Pencil.  1 1 'Vie  x 75/s 
Srudy  for  the  projected  etching. 
Ashmolean  Museum, Oxford. 

1937 

1333.  Ely  Cathedral.  Penal.  Il9/i6  x 874 
Study  for  theetching. 

Ashmolean  Museum, Oxford 
133b. Ely  Cathedral  Pencil.  l07/s  x l'h 
Study  for  the  etching. 

Ashmolean  Museum,  Oxford. 

1337.  Ely  Cathedral.  Pencil  12x8  (including 
inscripTion) 

Final  study  for  the  etching.  It  carries  a 
Latin  dedication  in  the  lower  border;  a 
translation  runs: 

To  the  English  monks  departed  X pre- 
sent of  the  Order  of  St.  Benedict  who,  fol- 


lowing the  example  of  their  holy  predecessors 
Gregory  and  Aug  ustine,  have  ever  devoted 
themselves  to  the  Glory  of  God  X to  the  good 
of  their  countrymen,this  picture  of  a surviv- 
ing memorial  of  their  piety  X ?eal,oneof 
numberless  such  gifts  that  once  graced 
this  land,  is  dedicated  in  reverence  by  the 
artist’. 

N.B.M.Griggs. 

1338  East  Anglian  Street  with  Cathedral. 
Pencil.  73,4  x lOVs 
Ashmolean  Museum, Oxford. 

The  following  twenty-six  on  the-scene 
drawings  in  pencil,  preliminary  to  thefin 
ished  drawings  m Highways  X Byways 
in  Essex’.  The  originals  are  in  the  Boston 
Public  Library. 

1339.  The  BlackwaterfromNay  land.3x7'/2 

1360.  Castle Hedinaham  3'/2  x9 

1361.  Clavering. 55/4  x7% 

1362.  ChurchStreet,  Harwich.  8 % x7 

1363. Goggeshall  Abbey.  6x974 
1364  East  Mersea . 372  x 972 
1363.  Six  bays  (unidentified). 4 x4 

1366.  House  with  three  large  chimney  s (un- 
identified). 3x8/4 

1367.  \\  heat  Sheaf.  47 4 x 6% 

1368.  Finchingfield.  6x672 

1369.  VillagcStreet  (unidentified).  334  x9'A 
1370  Great  Veld  ham . 3'/8  x 43/4 

1371.  Hatfield  Regis. 67s x 6 '/z 

1372. LittleDunmow.6  x 8'/z 
1373  Little Lcighs Priory. 372  x6‘/2 

1374.  Near  Feering  on  the  Coggeshall-Feermg 
Rood.  6,4  x 774 

1373.  Near  Great  Canfield.  77ix9V4 
1376. St.Osyth's  Abbey  Gateway.  3'/2x9V4 
1377.  St.Petcr's-on  fhe-Wal!  172x6% 
l378.Sible  Hedingham  472  x6'/z 

1379.  South  Porch, Thaxtcd.  374  x 8774 
1380. Stoke-by-Nlayland.  6x10 
l38I.StortlanO  Road,  Dunmow.  5 5/s x 7 

1382. Thorpe-le-Soken.  77s  x 8 

1383.  rolleshunt  Knights.  5%  x 972 

1384.  Viaduct  at  Chapel.  3 x 874 

1937-38 

The  following  thirty-six  drawings  in'Higfuuays 
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151 3.  THE  ISLAND  HOUSE,  CAMPDEN 


.a 


1315.  DEMOLITION  OF  THE  GREEN  DRAGON,  CAMPDEN 


,r  T' 
r \,  J 


1320  THE  TYKE,  BROAD  CAMPDEN 


1323.  LOOKING  THROUGH  THE  MARKET  HALL,  CAMPDEN 


A Byways  in  Essex'.  Ihe  originals  are  in  the  1410.  Burnham  Marshes  p 288.  Pen  A ink. 
Boston  Public  Library.  678  x 978 

138b  High  Riding,  p.  36.  Pen& ink  and  pen-  1411  At  Downham.  p.295  Pen  and  black  ink, 
cil.5'A  x 7%  with  brouun  and  white  ink  774x1074 

1 386.  Grace's  Walk.p.  50.  Pen  A ink  .6/2x101/2  141 2.  Stow  Maries,  near  Purleiqhp  302.  Pens 
1387. St  Peter's  on-the Wall  pp. 87  A 291. Pen  ink .6 x 878 

5.  ink.  55/8  x 97ife  1413.  At  Ongar  p 310.  Pen  Sink  67s  x 87e 

1388.  Mountnessing.near  Brentwood.  1414  I ngatestone.p.316.  Pen  Sink  and  pencil. 

p.144.  Pen  3,  ink  and  pencil.  IO  x 9%  87s  x 87/i<b 

1389.  Lee?  Priory. p.l66.Pcn  Aink.7 x9"/i6  1415  Ingatestone  Churchyard,  p 318  Pens 

1390.  Bcelcigh  Abbey,  near  Maldon  ink  and  pencil.  67/e  x 1074 

p.  1 73.  Peri  3 ink  and  pencil  . 8 3A  x 1078  1416.  Ingatestone  Hal  I p 319  PenXink. 6/4x1074 

1391  Beeleigh  Abbey  Refectory,  p 174.  Pen  1417.  Fryerning,  near  Ingatestone  p.329  Pen 
A ink.  734  xll'A  Sink  and  pencil.  878  x87a 

1 392.  Maldon.  p.  176.  PenAink.  Pencil  not-  1418  Margarettmg.p  330.  Pens  ink  7'7iex  9'k 
ations  in  margin.  4"/i6  x 774  l4l9.Priors,near  Broomfield.p  339.  PenSink. 

1393  At  LayerdelaHaye.p  182.  PenAink  672  x87s 

772  x 972  l420.Willingale  Doe  and  Willingale  Spain 

1594.  Tolleshunt  Major,  p.  183.  PenSink.  p.345. PenSink.  77a x IO'/b 

67/ife  x 878 

1395.  Beckingham  Hall,  Tolleshunt  Major.  The  followingdrawingsarcundated  and 

p 185  Pen  S ink.  674  x774  unrecorded 

1396.  East  Gate,  Colchester,  p.  190.  Pen  3 

ink  67s  x 774  1421  The  Fosseway  near  Syerston  Black  crayon. 

1397.  Remains  of  St.Botolph's  Priory,  b'/i  x 97/e 

Colchester. p.  194.  Pen 3 ink.  678  x 9 78  Study  for  an  etching. 

1398.  Colchester:  The  Old  Rose  A Crown  Ashmolean  Museum,  Oxford. 

p.ZOO.  Pen  Sink.  75/sx  1078  1422.  The  Ncne  Pencil.  678x972 

1399. Wivcnhoe.  p.  210.  Pen  A ink.  578x978  Study  for  an  etching. 

1400.  Alresford  Mill, nearWivenhoe.p  212  1423. Cart  Shed. Pencil  47s  x 37s 

PenSink.  67a  x 674  Cheltenhdm  Art  Gallery. 

1401  Stanway . p. 214.  PenSink  and  pencil.  1424.  Waggon.  Sepia  wash.  2'/z  x 3'A 
9 /8  x872  Cheltenham  Art  Gallery. 

1402.  Messing  p 220  PcnAinkand  pencil.  1425.  Lesnes  Abbey  Barn  . Pen  A ink  .478  x I'M 

6x9'7i6  Cheltenham  Art  Gallery. 

1403.  Fhorpe-lc-Sokcn  p.229. PenAmk  1426. AWGIled  Hill  Town.  Pencil.  678  x 7 7/s 

878  x 978  Study  for  Sarras 1 

1404.  Beaumont  Hall  p.  231  Pen  A ink  and  Ashmolean  Museum,  Oxford 

pencil  778  x 77s  1427.  ACathedral  and  Bridge. Pencil. 

1405  Ihe  Na?e.p  234  Pen  A ink. 772x1178  474x674 

l406.Salcott,  from  Virley.p  241  Pen  A ink  Boston  Public  Library. 

and  pencil  6x874  1428.  AVillage  Churchamong  Trees  Chalk. 

1407.  East  Mersea,  looking  towards  Bright-  5x7 

lingsea.  p.242.  Pen  Aink  VM  x 1 1 74  1429.  Cloisters  and  a Church.  Pencil.  3x6 

1408.  Hatfield  Peverel.  p 275  Pen  and  ink.  1430.  St  Mark  s Eve.  Pencil  . 6 /2  x 6/2 

874  x 97/ic  Study  for  an  etching, with  small  study  in 

1409.  FalkbournHall.nearWitham.p  277  the  margin, 

pen  A ink.  1074  x 87s  N.B.M.  Griggs. 
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1451  Watton  Townsend.  Pencil 
1452.  A Rose.  Pencil.  5Vz  x 3 
\.  B.M.  Griggs. 

1433.  A Bowl  of  Roses.  Pencil  3x5 
\BM  Griggs. 

1434.  Lilies. Pencil.  IVa  x4'/2 
N.B.M.  Griggs. 

Ihe  following  sixdrawinqsinpen&mkin 
rhelnnsof  Court  (n.d.j;  figil 
1455. The  Temple  Church 
1436.  Temple  Gardens,  Inner  Temple. 

1437  Gatcuuay,  Lincoln's  Inn. 

1438.  Fountain  Court,  Middle  Temple. 

1439.  Gray's  Inn. 

1440.  Lincoln  s Inn. 

Addenda : 

1441  Stanley  Pontlarqe.  Pens  inks  wafer- 
colour.  4 8 x 33.4  I9I27 
Mrs. Martin  Hardie 

1442.  St.  Botolph’s  Bridge  variant.  Pencil 
until  brown chalk  touches.  35/s  x5 

Mrs  Martin  Hardie. 

1443.  Heiunted  Dream.  India  ink  uuash. 
534  x7. 

Boston  Public  Library. 


Errata . 

Eliminate  928;  already  listed  as  896. 
Eliminate  1426,  already  listed  as  1334. 
1327, 1328,1329  are  in  the  Boston  Public 
library. 
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1546  FLOWER  DE  LUCE 


1352.  STUDIES  OF  HORSES 


IV  CATALOGUE  OF  FURNITURE  DESIGNS,  ETC. 

This  list  iscopied  from  one  mode  b\  Griggs  in  a notebook  of  sucf»  matters 
WOOD 

1903.  Print  cabinet  in  oak.mith  steel  handles.  Made  for  himself  [Now  ouuned  by  FA. 
Comstock] 

1907.  Folding  library  table,  with  tuuo  drop  leaves,  twelve  legs,  in  oak.  Made  for  B M. 
Chandler  [Later  owned  by  Griggs,  noiu  by  LA.  Comstock] 

1907  Fwo  straight  chairs,  with  pigskin  seats  and  backs,  in  oak.  Made  for  B M Chand- 
ler [Later  ouuned  by  (jnggs.riouu  by  F A.  Comstockj 

1908.  Cabinet  stand  in  oak.  Made  for  Winifred  Smith. 

1908.  Writing  table  in  oak,  to  match  seeond  item  above.  Made  for  B.M  Chandler 
[Later  omned  byGriggs.now  by  F A. Comstock] 

1910.  Mantlepiece  in  painted  uuood.  Made  For  Paul  Woodroffe . 

1911  Oak  chest.  MadeforAlecMiller. 

1913  Pascal  candlestick  in  painted  u ood 

1913.  Mantlepiece  in  painted  mood-Madeforhimself. 

1913.  Veneered  cabinet  in  malnut. 

1919.  Music-roll  cabinet  in  ujalnut,  inlaid.  Made  for  BenjaminM. Chandler. 

1914.  Design  for  remodelled  pulpit Made  for  St. Catherine's  Church,  Campden. 
1914.  Organ  Case.  Made  for  St  Catherine  s Church,  Campden. 

1914  Oak  Crucifix  . Made  for  St. Catherine's  Church, Campden. 

1913.  Oak  Pulpit.  Made  for  St.  Catherine  s Church.Campden. 

1916.  Oak  vestmentcupboard  Made  for  St. Catherine's  Church,  Campden. 

1 9 1 fc> . Temporary  War  Memorial,  Campden. 

1917.  Oak  bedstead.  Made  for  himself. 

1918.  Oa k chest  of  drainers.  Made  for  himself 

1919.  Panelling  . Made  for  Paul  Woodroffe. 

1919.  R I P.  Tablet  Made  for  St.  Catherines  Church,  Campden. 

1919.  Cabinet  Made  for  H T.Horsfield. 

METAL 

1903  Bronze  hand  candlestick. 

1913.  Silver  teapot,  etc.  Made  for  himself  by  George  Hart 
1913.  Candlesticks  in  gunmeia I 
1913.  4mo  silver  monstrances. 

1913.  Bronze  Sanctuary  Bell.  Made  for  St  Catherine’s  Church  by  Taylor&Sons. 

1914.  Brass  escutcheons  For  music-roll  cabinet.  Made  for  Benjamin  M. Chandler. 

1919.  Chalice  in  silver.  Made  for  Father  Bilsborrom  by  W.  Monk . 

1919.  Candle  Sconces  Made  For  St  Catherine's  oigan.Carnpden  by  H Williams 
1919.  Candle  sconces  Made  for  YVi I lersey  Church 
n d Shopsigns  for  thcfolloming  : Cuffs' Garage 

George  Hart's  Shop 
Haydon's  Shop 
Elsley  's  Shop 
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DESIGNS -VARIOUS 


1914.  A white  chasuble.  For  St. Catherine's  Church,  Campden 

A black  chasuble.  do. 

A green  cope.  do 

1916  A black  cope.  do 

1930.  Signtor  Ihe  King's  Arms. 

BOOKPLATES,  PROGRAMMES,  ETC. 

1901.  Programme  cover  fora  Bachelors'  Dance  at  Hitchin 

1904  Programme  cover  for  Cavendish  Tennis  Club  Dance  at  Cambridg 

1905  Programme  cover  fora  Bachelors  Dance  at  Campden. 

1906  Programme  cover  for  Braithwaite  Bachelors’  Dance  at  Campden . 
1906.  Book  plate  for  Fanny  M.EIbourn. 

1906  Book  plate  for  Isa  Bell. 

1912.  Book-plateforJanet  Dodge. 

1912.  Book-plate  for  Benjamin  Martin  Chandler. 

1915.  Design foradvertisement. 

1915.  Book-plate  for  Mahlon  Alanson  Sands,  Ebrinqton,  Glos. 

1914.  Design  fora  stencil-plate  pattern  for  Miss  Valery  Mills,  in  light  red. 

1916.  Seal  for  St  Catherine's  Church, Campden. 

1917.  Book  plate  for  Dr.  Fortescue . (View  of  Sarras) 

1917.  Bookcovcr  forBlackwell  (Herbs  of  Grace]. 

1918.  Bookcovcr  forBlackuucll  (Shrub). 

1918.  Bookcovcr  forBlackwell  (Vesica). 

1918  Initial  letters  for  Shakespeare  Head  Press. 

1918  Alphabet  for Lanston  Monotype  Company. 

1918  Sign  for  the  Council  for  the  Preservation  of  Rural  England 
1918.  Book-plate  for  C P R. E. 

1918  Book-plate  (etching)  for  Joan  Dorothy  Townsend . 

1935  Poster  for  Exhibition  at  Campden -The  Market  Hall 

1934.  Poster  for  Exhibition  at  Campden  - Almshouses  and  Church. 

1935.  Book-plate  for  Denton  Jcnner-Fust 
n . d.  Book  plate  for  Sidney  Barnsley. 


1354  ELY  CATHEDRAL 
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1355.  ELY  CATHEDRAL 


1356  ELY  CATHEDRAL 
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1357.  ELY  CATHEDRAL 


V CATALOGUE  OF  ARCHITECTURAL  WORK 


1913.  Summer  House  at  Westington,  Campden. 

1919  Alterations K Additions  to  Muidcnujell,  Broad  Campden. 

1917.  Alterations  3 Additions  to Westcofe House, Carnpden. 

Alterations  3 Additions  toMilcs'  House, Campden. 

Neu  buildings  at  Stonyburst  College.  [With  Ernest  Gimson. Not  built  ] 
Design  fora  House  inWaterlane,  Carnpden. 

1919  Buttress  for  Paul  Woodroffeat  Westington,  Campden. 

|9|9.  Campden  War  Memorial 
South  Littleton  LychGate. 

Wi  Mersey  Cross. 

Design  for  Lych  Gate  at  Long  Marston. 

I9ZO.  Calx  ary  for  St. Catherine's  Cemetery. 

ChcdujorthWar  Memorial. 

Painsuuick  War  Cross. 

Design  forWinchcombc  War  Cross. 

Broadmay  War  Memorial  Cross 
1921.  Snomshill  War  Cross. 

BiddcnhamWar  Cross. 

1923.  Blockley  War  Memorial 

Designs  for  Court  Piece,  Campden. 

Summer  House  at  Souldern  Court,  Banbury. 

1927-37.  Ncuj  Dover  s House,  Campden 
1930.  The  King's  Arms.Campden. 

1933.  Cottage  at  Westington,  Campden,  for  W.G  Hart 

Prout's  Stores  alterations  and  additions, Campden. 
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1374.  NEAR  FEERING 
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1578.  SIBLE  HEDINGHAM 


1586.  GRACE  S WALK 


1591  BEELEIGH  ABBEY  REFECTORY 


1394  TOLLESHUNT  MAJOR 


1597.  ST. BOTOLPH'S  PRIORY,  COLCHESTER 


1401.  STAN  WAY 


1403  THORPE  LE  SOKEN 


1405.  THE  NAZE 


HO 7.  EAST  MERSEY,  LOOKING  TOWARDS  BRIGHTLINGSEA 


1409  FALKBOURNE  HALL 


1419  prioks, near  Bloomfield 


IV 


I INTRODUCTION 


It  is  a unique  good-fortune  that  there  is  avai  lable  a body  of  technical  notes  by  Griggs 
as  cucll  as  some  correpondencc on  these  matters,  for  rarely  does  it  happen  thato  muster 
of  a craft  such  as  etching  ici  1 1 even  jot  down  any  of  his  methods,  much  less  f ns  secrets". 
Etching,  when  the  practitioner  not  only  does  his  own  biting-in  but  also  his  own  print- 
ing, isa  long  and  uuearisome  affair  and  is  usually  learned  through  bitter  experience  It 
mould  seem  valuuble,  therefore,  that  any  notes  and  suggestions  which  Griggs  left  be- 
hind should  be  incorporated  in  this  volume,  for  the  benefitof  a generation  uuhich  may 
revive  this  great  art 

Most  of  the  notes  uuhich  follow  tuere  prepared  for  Charles  Blakcman,  ujfio  mas  Griggs's 
assistant  for  three  years  in  his  studio  in  order  to  relieve  him  of  some  of  the  physical 
drudgery  connected  ujith  the  process.  The  letters  are  from  Sir  Frank  Short  and  others 
mho  uucre  important  in  the  London  "print  world",  uuhere  there  uuas  great  camaraderie 
and  exchange  of  opinion  and  methods. 

Asidefrom  thesemorcformal  technical  notes  there  exists  a letter  toRussell  Alex- 
ander from  Griggs,  concerning  a trial  plate  by  Alexander,  uuhich  uuould  seem 
to  be  a model  set  of  instructions  for  the  beginner  It  istherefore  quoted  in  full : 

'26Mar:  1927.  Note  firs  total  I,  do  please  have  no  regrets  (on  my  behalfjabout  the 

poor  little  plate  I kncuu  it  mas  foredoomed.as  it  uucre,  but  could  not  say  so,  still  less 
act  as  it  uucre  so,  and  so  I did  all  I could  to  save  it  So  you  sauu,  that  uasn  t much. 

I can  easily  believe  it  hastauqht  you  much,  as  uuell  as  madeyou  "setyour  teeth . So 
let  us  leave  it,  and  talk  about  future  efforts.  In  the  first  place  then,  be  quite  certain  that 
if  you  uuould  feel  more  comfortable  or  certain  or  in  any  uuay  happier  if  I bit  in"  for  you, 
Then  gou  must  send  your  plates  to  me.  On  the  other  hand  it  is  a part  of  etching  to  bite 
in  for  oneself,  and  I think  that  once  you  bad  got  over  the  initial  difficulty  and  nasti- 
ness of  it  you  uuould  probably  like  it,  and  uuould  be  able  to  control  your  effects  best. 

If  this  is  advice  you  care  to  follouu  you  might  easily  follouu  it  in  this  uuay : Buy  a suffic- 
ient quantity  of  Nitric  Acid  (inastoppered  bottle)  and  mix  a quantity  of  it-leaving 
yourself  a good  pint  of  pure  nitric  acid  for  use,  on  hand  - with  an  equal  quantity  of 
mater.  Into  this  puta  half-penny  and  leave  it  there  for  half  an  hour  or  perhaps  less.  Get 
a small  copper  (5‘  x5‘)  and  dram  sets  of  lines  (of  course  uuhen  it  has  been  grounded)  and 
cross  hatchings,  in  exact  repetition  [diagram] . On  the  top  make  a note  of  the  temp- 
erature and  strength  of  the  mixture.  On  the  left  thelerrgthof  biting.  Dram  them  all 
first,  and  then  bite  say  "five  minutes'*  after  uuhich  you  stop  out  the  section  marked 
"5  minutes" , and  then  bite  another  five  minutes,  stopping  out  af  teruuards  the  section 
marked  'TO  min." -and  soon  until  the  longest  has  been  bitten.  A clean  proof  of  this 
chart  uuill  then  enable  you  to  calculate  your  bitings  of  plates  more  easily.  During 
biting  be  careful  to  brush  off  bubbles  frequently.  Don't  breathe  the  fumes  more  than 
you  can  possibly  help.  Needles  of  three  degrees  of  fineness  may  be  used,  but  if  so 
you  should  use  them  on  the  chart  as  uuell,  and  indicate  their  uuorkon  a margin 
In  drauung  lightand  distant  passages  remember  that  fhedclicacy  does  nor  de- 
pend on  your  pressure  of  band,  but  upon  the  acid.  Remember,  too,  that  uuorkon  the 
copper,  seen  through  the  dark  ground,  looks  richer  and  more  decorative  than  a 
print  of  the  bitten  plate  mill.  By  keeping  records  of  each  plate  you  mill  not  lose  any 
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experience. 

'Each  plate  is  almost  sure  to  try  you  some  new  trick  and  vex  you,  and  it's  best  to  be  on 
your  guardand  not  let  any  mischance  have  too  long  a start.  As  tobiting,  n is  better  to 
rather  over  than  under  bite  a passage, but  stop  out  at  once  urn  thing  you're  doubt- 
ful about.  Pull  your  proofs  on  a paper  that  will  bcaruuork  with  brush,  pen  or  pencil 
afterwards,  for  you  can  most  easily  work  from  studies  in  finishing  a plot* 

There  also  exists  a letter  from  the  artist  to  hisfel low -etcher  W.  P Robins : 

'I  Feb:  1937.  Here,  "hiding  my  modesty  under  a bushel  gocs.to  throw  whatever  light  I 
can  upon  my  muddling  methods. 

'The  fact  is  I workmorc  to  an  idea  than  to  anything.  No  two  studies  or  methods  (or  mordants 
for  that  matter)  arc  alike;  all  arc  different  and,  partly  for  that  reason,  extra  difficult -only 
the  results  are  alike,  much  toomuchalike. " The  conception  was  a rose, but  theachievc- 
ment  was  a rose  grown  grey  ” !!! 

T have  no  studies  by  me  of  finished  plates- probably  no  more  than  one  or  two  exist, 
and  rightly  so.  Most  of  them  are  rough  scribbles,  and  for  most  plates  there  are  sev- 
eral scribbles.  At  the  last,  though  Jam  careful  to  get  an  outline  for  tracing  and 
transferring  to  copper. 

'With  this  comes  to  you  a batch  of  sketches  made  and  put  by  for  possible  etching ; 
they  happen  to  be  the  least  rough  and  ready  ones  - but  that  is  because  you  may 
want  to  show  one!  Of  course  everyone  has  his  own  methods,  even  it  it  isa  lack 
of  ordered  procedure,  but  in  my  opinion  it  is  a great  mistake  to  work  to  a line 
study,  and  almost  equally  a mistake  to  be  guided  too  much  by  a tonal  pattern 
To  work  from  a laboured  study  towards  artificial  sketchiness"  or  'sponraneiry 
seems  to  me  to  be  worst  of  all . Of  these  sketches  now  sent  you,  The  Fosseway  near 
Syerston,  and  11  Wat  ton  Townsend  look  fairly  complete,  but  that  is  because  the  sub- 
ject rather  than  the  bitten  plate  was  my  immediate  interest. 

As  to  states,  unfortunately  I have  none  by  me  which  would  illustrateany  interesting 
change,  but  if  you're  goinq  up  Bond  Street  (visiting  your  jeweler  or  cigar  merchant)  you 
mightask  Wright  of  Colnaghi's  if  they  have  the  lettered  stateof  Lanterns  of  Sarras 
The  lettering  was  erased  (it  was  very  deeply  bitten)  and  the  bridge  continued  down 
to  the  lower  margin  - a bit  of  coppersmithing  of  which  lam  rather  proud. 

'lamquitc  ashamed  of  my  lack  of  method -especially  when  I think  of  the  lovely  pencil 
studies  by  Meryon.and  indeed  of  all  the  preliminary  work  of  most  good  engravers; 
and  ashamed  to  fob  you  off  with  these  excuses.  Forgive  me. 


II  HIS  TECHNICAL  NOTES  ON  ETCHING  AND  DRYPOINT 


I ERASING  BITTEN  WORK  WITH  SCRAPER 

Scrape  lightly  in  oil  directions,  the  portion  to  be  removed,  carefully  avoiding  ridges. 
Knock  up  hollouus,  the  positions  of  mhich  are  indicated  on  the  back  b>  calipers,  us- 
ing a punch  for  small  ones  Rub  mith  oil-charcoal  to  bring  douun  the  surface 
and  locate  thelouj  places.  Finish  with  oil  (tripoli  may  also  be  used,  and  finger- 
rubber. 

Materials  needed : Scraper,  charcoal,  oil,  calipers,  tiammer  and  anvil,  flannel 
(finger  rubber),  snake-  and  pumice  stone. 

2.  POLISHING  A PLATE  BEGINNING  WITH  SCRAPER. 

Use  scraper  as  for  No  I While  working,  it  is  convenient  to  fix  the  plate  domn  ujith 
clamps.  The  method  is  to  uucar  domn  the  surface  b\  planing  uji th  sfoncs,  commenc- 
ing mith  the  coarse  ones  and  gradually  polishing.  When  using  the  stones,  pass 
them  to  the  extreme  ends  of  the  plare.  Felt  produces  a semi  polish  and  rna\  be  used 
rjuith  ponders,  crocas,  etc. 

Materials ; Pumice-stone *,  snakc-stone+,  charcoal*  felt  pad. 

* Use  ujith  running  mater. 

!>.(  LEANING  A PLATE,  IN  PREPARATION  FOR  LAVING  A GROUND. 

Remove  stain  ujith  vinegar  and  salt,  the  vinegar  being  a mixture  of  acetic  acid 
and  mater  (in  proportion,  acid  one  and  mater  seven  , then  rinse  in  mater.  Next  rub 
mith  a thick  paste,  made  by  dissolvina  minting  in  a 5°/o  solution  of  ammonia  A- 
gain  rinse  and  finally  dry  in  blotting  paper  or  mith  a clean  old  rag. 

Materials.-  Vinegar,  salt,  whiting, ammoma.and  blotting-paper  or  rag. 

4.  LAVING  A DABBEDGROUND.  LA>  INC  A LIQUID  GROUND. 

Warm  the  plate  on  heater  and  dab  on  ground  sufficient  for  the  required  thickness. 
When  reasonably  hot  (avoid  getting  too  hot)  distribute  evenly  mith  dabber. 

5. SMOKING  AGROUND. 

When  parting  the  plate  in  hand  vice,  it  is  best  toallom  the  jams  to  go  across  the  cor- 
ner so  that  the  handle  is  in  line  uuith  the  extreme  corner  of  the  plate.  Smoke  mith  a 
quickly  moving  taper;  if  held  in  one  place  for  too  long  it  mill  bum  and  make  porous 
the  ground. 

6 BACKING  A PLATE-CARE  OF  EDGES. 

First  stop  out  any  necessary  places  on  the  front,  then  go  carefully  around  the  edges; 
to  varnish  the  back,  lean  the  plate  at  angle  and  stroke  outmards  from  the  centre. 

7.  CUTTING  A PLATE. 

Thcrcare  tmo  mays:  one isby  qraduallycuthng  through  mifha knife, cutting  a- 
gainsta  straight  edge, and  the  other  is  todrarn  a line,  and  strike  each  side  uuirh 
a cold  chisel,  then  break  mith  a sharp  blom. 

8.  CLEANING  A PLATE  AFTER  BITING. 

To  remove  ground,  soakuuith  rurpsad  (orxylol).  To  clean  see  No  5. 


9.  PREPARATION  OP  NEW  MUSLINS  FOR  W I PI  NO. 

Place.  in  u otcrjustbearobly  hot,  and  allow  to  5oak  according  to  the  degree  of 
stiffness  required,  squeeze  out  avoid  wringing  and  leave  to  dry 

IQ. PREPARATION  OP  PRESS  FOR  PRINTING,  PRESSURE, ETC. 

Dust,  and  fix  blankets.  For  pressure,  examine  The  proof  for  its  shine,  theamount 
of  ink  taken  out  of  line,  and  rhe  impression  around  edges. 

II  CLEANING  A CARE  OF  BLANKETS. 

Cleaning  -.  dissolve  Lux  in  hot  water  and  put  in  blankets  when  it  becomes  just  bear- 
able to  the  hands.  Wash  with  a soft  brush  and  rinse  in  cold  water.  Do  riot  wrinq 
or  squeeze,  but  hang  up  todrain  and  dry,  and  afterwards  thoroughly  shake. 

12. CARE  OF  PRESS,  DUSTING,  OILING,  ETC. 

After  use,  clean  the  bed  with  turps,  also  the  wheel. 

IS.  INKING  A PLATE. 

Place  on  the  heater  and,  using  a palette-knife,  charge  the  dabber  with  ink,  dis- 
tribute by  dabbing. For  enqraxings,  first  rub  in  with  muslin. 

14.  CLEANING  A PLATE  AFTER  INKING. 

Use  turps  only. 

15.  COATING  AND  PACKING  A BITTEN  PLATE  FOR  STORING. 

If  the  lines  are  clogged  with  hard  ink,  boil  for  IO  or  15  minutes  in  caustic-soda.affer- 
wards  warm  the  plate  and  smear  with  wax . 

Materials : C-soda,  I lb.,  to  gallon  of  water. 

16.  CARE  OF  MUSLINS  5, DABBERS  AFTER  USE. 

Muslins  . Shake  out  and  fold  loosely. 

Dabbcrs:  Rub  off  ink  with  coarse  muslin,  and  oil  with  copper  plate  oil. 

17.  FILLING  BITTEN  LINES,  AND  RE  LAYING  A GROUND  W ITH  DABBER. 

Dabbed  ground  Warm  the  plate  and  rub  in  ground  with  muslin,  finish  withdab- 
ber  as  usual. 

Roller  qround : Fill  lines  (as  above,  for  dabbed  ground)  and  add  roller-ground  when 
the  plate  is  cool. 

IB.  CARE  OF  PASTE -GROUND,  AND  OF  ROLLER,  CARE  OF  DABBERS. 

Care  of  ground  It  must  be  kept  air-tight,  that  whieh  hos  been  exposed  is  spoilt. 

Care  of  roller:  It  is  necessary  to  clean  iteach  time  immediately  after  use  with  turps ; 
sometimes  a dressing  of  Oil  of  Lovender  is  good. 

Care  of  dabbcrs  Remove  surplus  ground  by  rubbing  on  tissue-paper,  over  heafer. 

19. POLISHING  BURNISHERS. 

Grinding,  if  necessary,  can  be  done  by  making  a groove  in  a piece  of  hard  wood,  and 
charging  it  with  emery-powder  and  oil.  The  grinding  is  done  by  rubbing  the  burnisher 
in  the  groove.  The  polishing  is  commenced  in  the  same  way,  but  with  tri poll,  and 
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BOOKPLATE 


THE  PARISH  CHURCH  OF  SAINT  JAMES 

THOUGH  the  historian  may  tell  us  that  little  is  known 
of  the  original  parish  church  — since  the  Reformation 
dedicated  to  Saint  James—  there  seems  to  have  been 
such  a church  here,  dedicated  to  the  Blessed  Virgin  Mary,  in 
the  time  of  Edward  the  Confessor.  The  parish  church  is  re- 
ferred to  in  documents  of  the  twelfth  century.  The  building 
we  now  see  was  begun  before  1 4 00,  and  completed  eighty  or 
ninety  years  later,  chiefly  at  the  expenseofwealthyCampden 
wool-merchants,  including  William  Grevel,  who  is  credited 
by  old  writers  with  the  building  of  the  tower,  though  it 
seems  more  probable  that  his  chief  part  in  the  work  was  the 

GRIGGS'S  "LEYSBOURNE"  TYPE,  WITH 448  CAMPDEN  CHURCH 


finished  uuithvery  fine  emery-paper. 

Materials:  Powders:  emery,  and  crocus  or  tri  pole  Oil  Emery- paper.  Wood. 

20.  SHARPENING  SCRAPERS. 

Grind  on oil-sfone by  passing  the  scraper  fonuardsand  backwards,  with  a rocking 
motion : it  must  be  firmly  pressed  on  the  stone  so  that  two  cutting  edges  arc  grip- 
ping at  the  same  time,  to  get  a true  plane;  it  must  not  rock  sideways. 

Materials . Oil  stone,  oil,  arid  emery-paper  for  finishing. 

21.  SETTING  GRAVER. 

Fix  in  roller-holder  at  the  required  angle,  and  grind  till  all  the  facets  disappear, then 
place  in  brass-holder  and  adjust  screws;  after  grinding  one  side,  take  and  reverse 
the  tool,  also  the  holder,  without  altering  screws. 

2 2 . CLEAN  I N G PLAT  E , H EATER , M U LLER,  SLAB  AND  J IGG  ER  AFTER  WORK . 

All  cleaned  with  turps. 

2!>.  PREPARATION  OF  PAPER  FOR  PRINTING,  AFTER  DAMPING. 

Take  our  all  specks,  etc.,  with  tweeters,  pulling  almost  horizontally,  brusfmjith  a 
stiff  brush  and  finish  uuith  a soft  one. 

24.  STRAINING  PRINTS. 

When  dry , place  face  downwards  on  clean  paper  and  damp  the  back  chief  l\  around 
the  edges,  alloiL'  to  flatten,  then  place  between  dry  plate-paper  and  straw-boards 
and  put  under  pressure  for  two  or  three  days,  then  renew)  both  paper  and  boards 
for  dry  ones  and  again  put  under  pressure,  leaving  as  long  as  is  convenient. 

25.  PACKING  PRINTS. 

Pack  between  stiff  straw-boards  with  tissue-paper  on  the  face  of  each  proof 
26. 1 RACING. 

Draw:  ontracing  paper  withahard,  fine-pointed  pencil,  dampitonthe  back  till  it 
flattens  and  place  it  face  downwards  on  the  grounded  and  smoked  plate,  with  a 
sheet  of  plate  paper  over  it , in  this  order  run  it  through  the  press,  using  very  little 
pressure. 

27.  PREPARATION  OF  ZINCS  FOR  GENERAL  USE. 

To  prevent  gne  from  spotting  the  paper,  it  should  be  coated  with  a mixture  of 
linseed  oil  and  turps  (one  and  one). 

28.  C URN  1NG  AND  RETEMPERING  GRAVERS. 

Heat  in  a fierce  flame  till  it  becomes  red  hot,  and  curve  by  striking  with  a hum- 
mer on  a bed  of  lead,  heat  again  till  it  is  a dull  red  (blood  red),  and  plunge 
into  water.  Now  polish  one  side  and  hold  it  upright  in  the  flame  till  the  straw 
colour , produced  by  thchcat,  reaches  the  point,  then  immediately  dipinto 
water  again 

When  this  method  is  not  effective,  possibly  oil,  or  soap,is  needed  for  final  reremp- 
cring 
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29.  TO  REMOV  E DRIED  INK  FROM  A PLATE. 

Dissolve  1 2 It).  Laurie  Soda  in  I pint  of  water  (this  should  be  done  in  an  earthenware 
juror  bowl  , then  pour  into  a flat  iron,  or  enamelled  iron  bath;  next  put  in  the  plate- 
not  with  the  fingersas  this  solution  is  harmful  to  the  skin-;  if  theC.  Soda  isfrcshlydis- 
solvcd  ifre  ink  will  start  softening  quickly  and  it  will  be  found  helpful  toqolightly 
over  the  lines  withahog-hair  or  any  brush  that  does  not  scratefi  the  copper.  In  rare 
cases  where  the  ink  is  very  stubborn  a needle  is  useful  to  probe  the  lines.  The  process 
may  take  an>  time  from  10  min.  to  half  an  hour,  and  when  done  the  plate  should  be 
washed  in  water  and  finally  cleaned  with  a paste  made  by  dissolving  whiting  inulO% 
solutionof  ammoma.lf  f tie  copper  has  got  stained  it  can  be  cleaned  with  salt  and  vin- 
egar, mixed 

Materials : Caustic  Soda  - best  obtained  from  a chemist.  Vinegar,  ordinary  brown, 
table  salt  Whiting  and  Ammonia. 

30.  DUTCH  MORDANT 

Ingredients  lo  o?.  Hydrochloric  Acid,  2oc  Chlorate  of  Potash,50ocWater. 
Method  : Boil  half  the  water,  and  with  it  dissolve  theC.  of  P.  in  a dish.  When 
the  solution  is  cool  add  the  rest  of  the  water  and  acid.  N.B.  TheC. of  P.  is  not 
to  be  boiled. 

Three  minutes  gives  a good  thin  line. 

When  the  mordant  is  new  it  should  be  given  a preliminary  biting  with  a frag- 
ment of  copper 
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PRINTING  NOTES 


3 Sept:  1931 

Cold  wiping  produces  mottling  on  the  plain  surfaces. 

Hot  wiping  empties  the  lines. 

A light  wiping  of  the  hot,  or  warm,  plate,  leaving  it  lull  with  plenty  of  tone,  is  a 
good  preparation  for  hand-wiping  (with  the  plate  still  hot,  and  this  will  get 
rid  of  the  mottling"  and  recharge  the  lines  with  ink  it  seerns  to  me  now,  after 
recent  trying  experience  with  Owlpen,  that  the  best  effects  can  be  got  from  a 
bite  rather  over  than  under  bitten,  and  wiped  thus.  I he  paper  is  best  when  it  is 
well- softened  ("mellow.'asJohn  Shortcalled  it;  and  is  subjected  to  sufficient  pres- 
sure to  crush  out  the  gram  of  the  paper,  the  real  orat  least  the  best  quality  of  an 
etching  depends  on  its  freedom  from  accidental  texture  in  the  paper  or  The  wip- 
ing. Patina  isa  different  matter,  and  is  seldom  produced  by  other  than  sympafh- 
etichand  wiping. 

It  may  be  that  the  plate  should  be  slightly  warmed  before  punting. 

Query : does  pressure  sufficient  to  crush  out  the  gram  and  produce  an  ivory  sur 
face  materially  lessen  the  life  of  a plate. 

For  this  sort  of  punting  a newly  ground  ink  seems  best.  After  a days  rest  it  becomes 
tacky",  and  difficult  to  manipulate  by  hand. 

Oil,  half  medium  and  half  thin,  ui  1 1 yield  a sufficient  tone  b>  this  method,  the  worst 
kind  of  print  is  one  in  which  the  ink  is  too  strong,  is  too  much  stumped,  and  the 
paper  granular  The  effect  is  heavy  and  sooty,  and,  away  from  a bright  light,  the 
print  is  heavy  and  lifeless. 

21  Sept;  1931 

More  recent  experience  of  Owlpen  disproves  much  of  what  I wrote  on  Scpt.3.  Today's 
batch  of  seven  proofs  seem  to  me  (now)  to  be  the  best ! have  yet  obtained  -yet 
the  plate  has  yielded  nearly  seventy  impressions. 

Today's  printing  was  with  an  ink  ground  two  days  ago.  The  ink  was  well  ground 
in  a very  stiff  condition,  with  medium  oil  added  just  before  use.  That  dux  and 
today  it  was  used  in  varying  degrees  of  stiffness,  with  little  difference  in  rheef- 
fect-at  present.  Today's  prints  were  with  the  oilier  ink.  The  plate  was  wiped 
cold,  and  the  ink  proved  to  be  very  sticky  and  took  a great  deal  of  wiping,  but 
the  hand  finishing  seemed  to  recharge  the  lines  and  the  intervening  tones  could 
be  well  controlled.  Ihc  palm  had  to  be  inked  and  whitened,  and  rhe  wiping  was 
light  and  long. 

These  things,  however,  arc  certain : Too  much  tone  is  bad  for  a print  in  almosr  any 
circumstances  with  a self-respecting  etching. 

Stumping  should  be  done  slowly  and  with  the  plate  cold,  and  very  little  is  better 
than  too  much 

May  1933 

Ihc  preceding  notes  may  each  have  been  right  in  their  way.  Probably  no  one  meth- 
od of  the  thousand  possible  w ould  suit  all  plates,  for  example : sometimes  a new 
ink  seems  best;  at  other  times  a day,  or  two,  old  seems  betrer  both  in  effect  and 
in  handling. 

So  far  (there  can  be  no  finality  of  opinion  on  such  a difficult  subject  as  prmrmg  it 
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seems  to  me  that  the  following  conclusions  arc  safe  ones : 

Papers  of  medium  weight  are  best.  I hose  with  thin  and  close  wire  marks  also  are- 
best.  IVds  need  to  be  aide,  otherwise  sufficient  pressure  to  crush  out  the  grain  of 
the  paper  will  burst  it  at  the  edges.  Almosfany  paper  is  better  for  prolonged  damp- 
ing Papers  fade  under  light  on  walls -even  very  old  ones -by  fade1  I mean  become 
whiter.  Also  the  ink  tends  to  fade  away  except  Irom  the  lines  themselves.  A rich  print 
under  strong  light  tends  to  become  dryer  and  "ujireier". 

A print  looks  richest  and  best  (in  thegreatest  variety  of  lights)  when  tfie  gram  of 
the  puper  is  almost  pressed  out-  thefinest  lines  and  scratches  then  huvefullest 
value.  Too  much  tone  is  bad  in  effect,  fheink  should  icave  a smudge  from  the 
lines,  a son  of  graduated  shadow.  This  is  ne\ci  pleasant,  but  passages  of  even 
strength  do  gain  by  a slight,  even  tone -so /on gas  it  is  notobx  iou s - but  the  lines 
themselves,  whatever  the  tone,  should  beelearand  firm.  Stumping  mat  be  em- 
ployed to  strengthen  the  plate,  and  add  emphasis,  and  indeed  few  etched 
plates  will  look  well  without  alitfle,  but  itshould  notbeobvious.  Palmers  "Open 
mg  riie  fold  needed  a great  deal,  but  it  wasn  t obvious  in  trie  best  proofs. 

Hand  w iped  proofs  of  black  ink  on  white  paper  are  not  satisfactory.  Cold  white  or 
greenish  papers  need  eounteracting  wnh  a warmer  eolour  in  the  ink.  But  pronounc- 
ed browns  are  bad  for  good  prints.  Colour  should  go  no  further  than  differing 
shudes  of  black  -the  differences  should  bejusr  noriceablc.  Some  of  rnmelikcOwl- 
pen  and  Minsden  Lpiscopi  were  too  brown. 

Whatever  colour  there  is  in  the  black  is  more  pleasant  when  it  is  more  delicate,  and 
insufficient  to  make  the  proof  look  other  than  black,  seen  clone.  The  colourshould 
only  be  apparent  in  comparison  with  another,  different  black. 

Variations  in  The  depth  of  oil-tone  overaplate  need  extremely  skillful  management  , 
they  should  never  be  obvious-unlcss  it  be  a slight  deepening  towards  all  the  edges 
of  the  plate ; but  even  tins  in  a good  plate  would  be  a doubtful  attraction.VVhafever 
\alue  it  might  have  would  lie  in  its  Focussing  of  the  composition,  orits  help  towards 
that  end. 

Generally  speaking,  there  is  real  and  great  charm  in  right  printing-  printing  con 
help  even  the  best  plate  (e  g.  the  Berlin  St  Eustace)  and  do  much  to  spoil  it  (e  g. 
Palmer's  The  Lonely  Lower). 

Ihe  simplest  printing  is  best,  and  the  less  tone  left  on  the  plate  the  better  it  is  for  the 
viewing  of  proofs  in  different  lights.  Sometimes  a rich  proof  looks  well  ina  poor 
light,  better  ina  bright  light,  but  heavy  and  sooty  in  a bad  light.  Prints  like  tfiose 
of  Durcr  and  Rembrandt  are  not  misleading  in  am  lighr.  This  is  not  to  ap- 
prove the  hard  "visiting  card"  ideal  of  the  earlier  nineteenth  century  printers. 

A sympathetic  or  understanding  clarity  is  the  ideal 

.+:  .+:  ±:  * i:.  >. 

Thefollowing  notes  arefrom  Griggs's  correspondence  with  Sir  frank  Short.  The 
first  are  Short's  answers  to  a questionnaire  by  Griggs,  about  1920. 

Is  Heavy  French  Black  brighter  and  stronger  without  an  admixture  of  Frankfort 9 
The  strongest  ink  we  can  make  here  is  I o^.  Bouju  (heavy  French  Black),  I o^. 
Winston  s Best  Frankfort  Black  and  5/4  05.  of  light  French  Black,  ground  in  I oz,. 
thin  and  I 03.  medium  oil  -measured  o^.-uuith  of  course  as  much  brown  added 
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as  you  wish  for  warming  the  colour.  I think  the  addition  of  Frankfort  is  an  advan- 
tage If  the  plate  is  sufficiently  strong,  Frankfortulonegivcs  the  frankest  print  The 
strong  ink  should  be  kept  asa  resort  - it  wears  the  plate  more 

Assuming  that  Heavy  French  Black  and  strong  oil  give  the  blackest  line,  what  is  the 
best  material  iotwipinq  to  ensure  a clean  plate  with  the  maximum  of  strength  in  the 
lines,  without  hardness? 

Nothing  so  good  as  slightly  dressed  muslin,  and  not  too  fine  in  mesh 

Is  a cold  plate  apt  to  be  stronger 7 
Yes,  for  printing  in  thin  ink. 

Is  a good  "pinch"strongcr-or  can  it  be  overdone9 

1 1 can  be  overdone,  when  the  proof  is  sodden  and  crushed  = but  a good  pinch 
is  essential  to  bring  out  all  on  the  plate  including  the  surface  tint.  The  bare 
parts  of  the  plate  should  slightly  shine  on  proof  on  looking  along  it  level  w ith 
thce>c. 

Which  brow  n is  strongest  mixed  with  Heavy  French  Black  ? 

Good  Burnt  limber  - it  varies  a good  deal -the  kind  to  ger,  apart  from  the  colour, 
is  that  which  has  good  body " — i.e. , weight.  Drop  Umber  is  generally  better  in 
this  respect  than  powder. 

Assuming  that  there  is  a certain  greasiness  in  Heav  y French  Black  and  Strong  oil, 
can  the  ink  be  made  to  wipe  sborferand  brighter,  without  appreciable  lossof  strength 
by  any  admixture  of  Frankfort  Black  7 

Partly  answered  in  I.  It  depends  a good  deal  ori  the  grinding  of  the  ink  Overground 
ink  is  smeary  and,  so  the  printer  says,  puddingy.  Just  enough  grinding  to  prevent 
scratching  (and  Bouju  Black  wants  more  than  others,  gives  a crisp  w iping  ink 
and  more  brilliant  lines,  and  the  thicker  rhe  consistency  (with  thin  oil)  the  bright- 
er it  wipes. 

What  ink, rag  and  method  of  wiping arebesf  toobtama  strong  iinc  with  dean 
surface  in  the  whitespaces  but  a very  slight  bindina  film  of  tone  (hardly  more 
than  a warm  oiliness)  between  the  lines  in  closely  drawn  passages? 

Thick  ink  (w  ith  weak  oil).  Bag  wiping  is  capable  of  many  varieties  If  your  ink  is 
right, continuous  wiping  with  one  face  of  the  muslin,  and  not  too  clean  a face, 
gives  the  greatest  strength,  but  if  the  ink  is  not  just  right,  a blotfiness  on  the  sur- 
face is  apt  to  be  trouble  some.  In  such  eases,  a clean  face  must  be  taken,  and 
this  somewhat  weakens  (but  not  much)  the  force  of  the  lines. 

Is  a prolonged  light  wiping  better  than  a heavy  short  wiping  for  obtaining  the 
maximum  strength  of  line  and  clean  spaces  7 

Quick  wiping  is  generally  best -anyway  to  get  the  "rough "off  with  a wipe  or  two. 
A lengthy  wipe  is  apt  to  result  in  dullness. 

My  Heavy  French  Black  is  supplied  by  Kimber,  but  it  seems  tome  to  be  less  bright 
than  some  I got  from  Gouldings  - is  it  my  fancy,  or  arc  there  variations  in  the 
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qualify  of  Heavy  French"  ? 

There  arc  great  differences  in  different  batches  of  Bouju  Black  We  get  it  from  rhe 
makers  in  Paris,  hut  no  tuuo batches,  in  recent  years,  seem  alike. 

'Aug. 8.  1918 

My  dear  Griggs. . .Do  not  forget  to  heat  the  plufeafter  putting  on  the  ground  with 
the  roller  until  it  shines,  to  drive  off  the  oil  of  lavender;  othermise  it  mould  bite 
all  over  like  an  aquatint  If  the  paste  gets  too  thick,  a fern  drops  of  oil  of  laven- 
der mill  put  it  right,  und  mind  the  plate  is  really  cold  before  applying  the  roller,  or 
the  spirit  mill  evaporate  before  you  ean  get  the  ground  laid.' 

'Mar.  2. 1926 

My  dear  Griggs.  ..When  I mant  to  be  sure  of  a plate,  I general  ly  try  and  find  an  old 
copper  that  has  stood  the  test  of  usage,  for  re  plaining;  but  sometimes  one  can- 
not find  one  of  tfie  right  sge.' 

'25  March  1930 

My  dear  Griggs,  I forgot  to  mention  last  evening  -though  I dare  say  you  kriom 
it  mell  enough!  - that  for  biting  gne  you  must  not  use  a bath  mhich  tics  been 
used  for  copper.  If  you  do,  the  copper  is  deposited  on  the  open  lines, and  an 
electric  battery  is  set  up  mhich  blocus  the  ground  oft  the  plate  in  double  quick 
time.  Most  etchers  do  this  once  in  their  lives  but  not  tuuicc! 

On  the  same  letter  inF.L.G.s  hand  : 

Zinc  plates : Nitric  Acid  in  one  part  to  seven  of  mater.  Plate  must  be  mell  cleaned 
rnith  Ammonia  and  mhiting  Ground  must  be  dabbed  on  the  cold  plate.' 

+.  .4-:  .4:  .4-:  4-:  4-: 


DRYPOINT 

Sharpening : 

Suitable  stones  -.  Arkansas,  hard  or  soft.  Fine  India  Carborundum  Razor  Hone  Of 
these  the  first  is  the  best. 

Care  of  stones  -.  Stones  should  be  kept  flat  for  all  tools  by  being  scoured  at  inter- 
vals mith  a piece  of  coarse  Carborundum  or  Sandstoricgrit,  a trace  of  detritus  on 
the  surface  of  the  stone  is  an  advantage 
Oil:  A thin  non  drying  oil.  Wakefield's  Oilit  or  "Three  in  One 
Pressure:  Very  little  pressure  is  necessary  to  keep  a keen  point.  The  tool  must  be  con- 
stantly revolved  and  the  pitch  varied  to  give  a curved  profile,  mhich  is  just  as  sharp 
and  stronger  than  a true  cone  A good  method  is  to  tap  the  stone  lightly  and 
firmly,  revolving  and  varying  the  angle  of  pitch  as  before.  The  point  should  be 
as  nearly  as  possible  circular  mithout  facets,  and  can  be  finished  on  a stropload- 
ed  mith  F carborundum  pomder.  The  use  of  this  strop  keeps  the  point  keenfor 
quite  long  intervals  until  the  stone  has  to  be  resorted  to  again.  Teston  finger- 
nail : if  point  slides  and  does  not  bite  mith  light  touch,  it  is  not  sharp. 

Cutting : 

A sharp  pointhaving  been  obtained,  no  great  strength  is  required  to  give  a 


351 


line  with  clean  continuous  burr.  If  the  tool  is  blunt  or  the  point  too  obtuse,  con- 
siderable strength  is  necessary  to  the  detriment  of  drawing,  the  burr  being  li- 
able to  come  up  in  blobs.  Cross-hatching  may  be  indulged  in  freely  without  fear 
of  fire  point  breaking.  The  tool  may  beheld  and  used  asone  would  hold  and 
use  a pen,  and  with  almost  as  great  freedom.  Old  sticky  turpentine  smeared 
on  the  copper  while  still  sticky  will  take  tracing,  and  when  less  sticky  is  good  to 
draw  on  with  BB  or  softer  pencil.  Adropof  thcliquidon  the  passage  tobe  work- 
ed gives  an  agreeable  suavity  of  cut.  In  the  event  of  there  being  too  much  burr 
and  difficulty  in  wiping,  the  scraper  and  burnisher  may  be  employed  but  with  great 
care.  Scrapers  should  be  very  sharp  but  with  obtuse  angled  edge.  If  scraped  too 
much  aline  may  here-entered. 

Ihrce  le  tters  from  Arthur  Hogg : 

20. 3.  35. 1 am  pleased  that  you  are  interested  in  dry  point  engraving,  a method 
to  w hich  I have  devoted  a good  deal  of  time  and  workand  endeavoured  to 
make  popular  with  those  about  me. 

At  the  risk  of  appearing  verbose  I will  as  shortly  as  possible  give  >ou  my 
thoughts  on  drypoint.  Having  contemplated  many  prints  I came  to  the  con- 
clusion that  This  excellent  medium  is  understood  by  very  few  and  determin- 
ed to  see  if  it  were  not  possible  to  find  a better  material  for  points  than  those 
commonly  in  use.  The  diamond,  excellent  as  it  may  be,  must  by  hs  nature  be 
made  with  too  obtuse  a point  to  cur  keenly  to  any  depth,  is  expensive, nofeas> 
to  obtain,  and  if  broken  has  to  be  returned  to  the  Lapidary  for  regrinding, not 
a speedy  process.  Cast  steel  of  the  finest  quality  retains  its  point  for  too  short  a 
period.  During  the  past  thirty  years  our  Metallurgists  have  been  extremely  act- 
ive more  particularly  during  the  late  war,  and  have  given  us  some  wonderful 
alloys  of  steel  with  the  more  refectory  metals  Tungsten,  molibdenunyetc  I there- 
fore looked  in  that  direction  and  settled  upon  the  alloy  I now  use  There  may 
be  better  but  this  is  the  most  satisfactory  I have  ever  had,  arid  in  my  opinion  is 
preferable  to  the  diamond,  docs  not  break  easily,  is  elastic  and  very  hard.  If  the 
point  should  get  broken  or  worn  away  through  use,  the  grinding  wheel  soon  re- 
stores the  point.  After  making  dozens  of  tools  of  different  rypes  I have  found  the 
simple  tapering  point  the  most  practical.  I used  atone  time  to  give  tools  away 
but  found  itcost  too  much  sohad  to  drop  it:  I am  still  willing  when  I have  the  time, 
to  make  tools  for  my  fellow  craftsmen  but  on  payment,  the  steel  itseif  being 
costly.  Fora  full-length  point  33A  -b  inches  long  I charge  10.  o and  a shorter 
4 1!a  -3  inches  5/-.  If  mydircctions  are  followed  for  sharpening  these  fools 
should  last  a long  time  and  earn  their  cost  many  times  over.  On  a separate 
sheet  I give  aforementioned  directions;  if  these  should  not  cover  everything 
you  may  want  to  know,  please  don't  hesitate  to  ask,  and  if  it  is  within  my 
knowledge  l shall  be  only  Too  pleased  To  tell  you.  I am  sending  point  strop 
and  powder  by  later  post ' 

'4  Nov.  1933.  Last  night  I posted  your  scrapers  which  I have  cemented  in  the  han- 
dles. You  will  notice  I dressed  the  burins  without  a bevel  on  the  edqe.  Theyappear 
a trifle  hard  fo  me  but  I did  notdisturb  their  condition  as  you're  probably  used 
to  it  I know  there  arc  those  who  advocate  having  a bevel  on  gravers,  but  an 
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old  acquaintance,  a trade  engraver  in  Hatton  Gardens  tells  me  that  it  is  not  es- 
sential but  a matter  of  personal  fancy  ana  that  burins  arc  sharpened  in  various 
ways  to  suit  the  job.  I enclosed  with  the  scrapers  an  old  Sellars  tool  uuhich  is  not 
quite  so  hard  as  the  ones  you  have,  it  is  well  tried  and  cuts.  Judging  from  the 
states  of  cutting  edges  as  I found  them  I should  imagine  that  stone  you  use  is  ex 
tremely  fine  and  slow.  This  is  a mutter  in  which  so  many  go  wrong  and  give  them 
selves  endless  trouble.  It  is  well  to  have  two  stones,  one  relatively  quick  cutting  to 
get  and  keep  the  profile  and  a fine  one  to  finish  the  edge.  I he  latter,  more  especi- 
ally if  hard  Arkansas,  should  be  used  with  thin  oil.  I use  equal  parts  of  lamp 
paraffin  and  Wakefield's  Oilit".  In  addition  it  should  be  scoured  periodically 
with  a piece  of  coarse  carborundum,  the  detritus  being  left  on  the  surface, 
which  assists  it  to  bite.  For  the  quicker  stone  I should  advise  "Carborundum 
Slip  Stone  No.  177  Fine"  I use  it  dry  or  with  water  and  finish  on  my  Arkansas, 
removing  any  burr  on  the  strop. 

Fry  and  keep  scraper  points  as  elongated  as  possible,  it  is  so  easy  to  get  them 
dumpy  and  round,  w hen  they  become  a nuisance.' 

'b  Nov.  1935  \\  ith  this  the  tungsten  drypoints  A few  words  about  the  sharpen- 
ing of  them.  First  the  shape.  It  must  be  round  in  section  and  the  profile  that  of 
an  armour  piercing  shell,  two  curves  meeting.  The  stem  should  faperand  be 
ground  thin  enough  to  give  a perceptible  degree  of  resilience.  A straight  sided 
point  cuts  perfectly  for  a few  strokes  and  then  breaks,  implying  waste  of  time  and 
metal  in  too  frequent  sharpening.  Thecurvcd  point  is  stronger,  cur*  as  keenly,  and 
lasts  for  a surprisingly  long  time.  Sharpening  should  be  done  on  a fine  stone,  the 
tool  being  moved  in  line  with  its  axis  and  revolved  to  keep  it  round,  pressure  very 
light  and  then  finished  on  the  strop.  The  reason  for  moving  the  tool  in  the  direction 
indicated  is  to  get  the  fine  scores  produced  by  the  stone  running  longirudinallx  in 
stead  of  across  the  point,  which  is  a cause  for  breakage  as  experience  shows. This 
may  appear  to  be  carrying  consideration  of  minute  details  to  an  unnecessary 
extreme;  but  the  fact  remains.  The  flat  point  which  some  people  attempt  to  use 
is  all  right  for  a straight  line  but  for  nothing  else,  as  it  docs  nor  permit  of  u 
Free  cut  in  any  direction.  Rubbing  the  point  too  hard  on  the  stone  produces 
facets,  the  banc  of  thedrypoint  engraver.’ 
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illustrations. 

Highways  A Byways  in  Sussex  by  E.V.  Lucas.  Macmillan,  1904.  Seventy-nine  illus- 
trations. 

Memorials  of  Edward  Burne-Jones  by  Georgianna  Burne-Jones  Macmillan  1909 
Jw)o  illustrations. 

Highways  & Byways  in  Oxford  A theCotswolds  by  H.  A.  Evans.  Macmillan,  1905. 
Seventy  one  illustrations. 

the  Royal  Manor  of  Hitchin  by  Wentworth  Huyshe.  Macmillan,  1906.  Seventeen 
illustrations. 

A Book  of  Cottages  and  Little  Houses  by  C.R.Ashbee.  Essex  House  Press,  190b. 
Twelve  illustrations. 

Highways  Y Byways  in  Berkshire  by  J.E.Vincent.  Macmillan,  1906.  Seventy-five 
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illustrations. 

Architectural  Gardening  !>v  C.E.  Malloins  and  f.  L < jriggs.  the  Studio  Vols.44, 

45,  46  47,49,30  1908-10.  Thirty  one  illustrations. 

Old  Colleges  of  Oxford  by  Aylmer  Valance  Batsford,  1910.  One  illustration. 

Collected  Works  of  W illiam  Morris  Longmans,  1910.  Four  illustrations. 

A History  of  Eton  College  by  H.C.Maxinell-Lyte.  Barsford  1910.  Ligfir  illustrations. 

Highmays  V By  mays  in  Buckinghamshire  by  Clement  3horter  Macmillan,  1910. 
Eighty  illustrations. 

Highmays  V Bymays  in  Cambridge  5,  Ely  by  Edmard  Cony  beare. Macmillan,  1910. 
Niner\  -nine  illustrations. 

Ihe  Story  of  Emma  Lady  Hamilton  by  Julia  Erankau  Macmillan,  1911  four  illus- 
trations. 

Journals  of  an  Artist's  fife  by  Mrs.GF.  Watts.  Macmillan,  1912.  Tmo  illustrations. 

The  English  Parish  Church  b\  J.  Charles  Cox.  Batsford,  1914  Four  illustrations. 

Highmays  X Bymays  in  Lincolnshire  by  W.  F Ramnsley  Macmillan,  1914.  One  hun- 
dred  and  eleven  illustrations. 

Highmays  X By  mays  in  Nottinghamshire  by  J B Firth.  Macmillan,  1916  One 
hundred  and  seven  illustrations 

Highmays  X Bymays  in  NorfhomptonshireX  Rutland  by  H.A  Evans  Macmillan, 
1918.  One  hundred  and  four  illustrations. 

I tie  Sphere,  November,  1919.  A landscape  draining. 

The  Art  of  Draining  in  Lead  Pencil  by  Jasper  Salmey.  Batsford,  1921  Three  illus- 
trations. 

Giovanni  Battista  Piranesi  by  A M.  Hind.  TheCotsmold  Gallery,  London,l922. 
The  publisher's  mark 

Ernest  Gimsom  His  LifeXWork  Shakespeare  Head  Press,  Stratford  on-Avon, 

1924.  Sexen  illustrations. 

Adrian  Fortescue:  A Memoir  by  J G Vance  and  J.VV.Fortescuc.  Burns  Oates  X 
Washbourne,  1924  One  illustration. 

Highmays  X Bymays  in  Leicestershire  by  J B Firth.  Macmillan,  1926.  Eighty 
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How  to  Draw  in  Pen  and  Ink  by  Jasper  Salwey.  John  Lane,  1931.  One  illustration 
lhe  Villages  of  England  by  A .K  W ickham.  Butsford,  1932.  Five  illustrations. 

An  Artist  Looks  at  Llitchin:  A Lectureby  E.L. Griggs.  Privately  printed  bx  R L Mine, 

1938. 

Food  and  Drink  A Lecture  by  F.L. Griggs.  Private!)  printed  and  sent  to  Lus 
friends  by  N.B  M. Griggs,  Christmas,  19.38. 

Highways  & Byways  in  Essex  by  Clifford  Bax.  Macmillan,  1939.  Thirty-six  illus- 
trations. 

Carnpden  by  F L Griggs  Shakespeare  Llead  Press,  Oxford  1940.  Twenty  -Four 
illustrations. 

English  \ illages.  Britain  in  Pictures  Series  1941.  Reproduction  of  'Memory  of 
Clavering 

Lhis  Realm,  Inis  England  by  Samuel  Chamberlain  Hastings  House, New  York, 
1941  Reproductions  of  ten  etchings. 

The  Inns  of  Court,  lhe  Legal  Insurance  Company,  red  Six  illustrations. 
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ADDENDA  AND  ERRATA 


ix  line  5:  change  6 49  to  650. 

7 5th  paragraph,  line  1:  substitute  influ- 
ences for  friends,  line  3:  substitute  Eliza- 
bethan house  for  village  of.  last  para- 
graph, line  4:  add  t to  happies. 

11  4th  paragraph,  line  6:  delete  second 
of  his. 

13  line  4:  add  quotation  mark  before  going. 

15  last  paragraph,  line  2:  after  Norman 
lewson  add  an  asterisk,  and  in  the  foot 
margin  add  the  following  note:  died, 
August  1975. 

41  After  Comstock,  Esq.,  change  Princeton , 

N.j.  to  Newport,  R.l.  Eliminate  GAS 

C.  Allen  Smith,  Esq.,  Philadelphia,  Pa. 

Insert  HM Hitchin  Museum.  Insert 

at  end  of  list:  VAC Yale  University 

Art  Gallery. 

C.  Allen  Smith  bequeathed  his  collection 
to  Yale  University;  throughout  the  cata- 
logue, substitute  YAC  for  CAS. 

42  To  entry  for  Print  C,  BRIDGE  STREET,  add 
a final  line  as  follows:  AO,  HM. 

In  entry  for  Print  D,  THE  "COOPERS' 
ARMS"  INN  YARD,  revise  final  line  to 
read:  AO,  BPL,  HM. 

In  entry  for  Print  E,  THE  "COOPERS' 
ARMS",  revise  final  line  to  read:  AO, 

HM  (2). 

To  entry  for  Print  F,  THE  "BOOT"  INN, 
add  a final  line  as  follows:  AO,  HM  (2). 

In  entry  for  Print  C,  THE  BIGGIN,  revise 
final  line  to  read  : AO,  BPL,  HM  (2). 


In  entry  for  Print  H,  THE  MARKET  PLACE, 
revise  final  line  to  read:  AO,  BPL,  HM. 

43  An  early,  unrecorded  print  found  by 
Michael  Gullick  in  a private  collection  is: 
CHURCH  GATES,  HITCHIN. 

Etching.  1895. 

4 15/16  x 6 7/8. 

Please  add,  also,  the  following  paragraph : 
The  late  tlarold  Wright  believed  that  the 
impression  of  Plate  " O ",  now  in  the  Bos- 
ton Public  Library,  was  probably  the  only 
known  print  from  the  copperplate.  How- 
ever, an  earlier  state  was  owned  in  1978 
by  N.  W.  Lott  and  H.  /.  Gerrish. 

44  At  the  end  of  the  3rd  paragraph  add: 
Another,  from  the  other  side  of  the 
tower,  is  in  the  Ashmolean  Museum, 
Oxford. 

46  In  entry  for  First  State,  add  RNB  to  final 
line. 

47  In  entry  for  Seventh  State,  add  RNB  to 
final  line. 

54  Third  paragraph:  change  two  to  three, 
and  after  subject  add:  one  in  pen-and- 
ink  and  water-colour,  and  change  other 
to  third. 

56  In  last  line  of  the  entry  for  the  Third 
State,  after  BPL  add:  (2—1  touched). 

60  In  center  of  page,  following  paragraph 
on  destruction  of  the  plate,  insert  the 
following  paragraph : A Third  State  of  The 
Coppice,  with  a second  streak  of  cloud 
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in  the  sky , iust  below  the  indication  oi 
cloud  at  the  top  ot  the  plate  which  mark‘d 
the  Second  State,  was  owned  by  N.  W. 
Lott  and  //.  /.  Cerrish  in  1978. 

64  In  entry  for  Second  State,  add  RNB  to 
final  line. 

64  Center  of  page,  following  Ely,  add: 
Another,  from  the  opposite  side  of  the 
tower,  is  in  the  Ashmolean  Museum. 

68  In  entry  for  Fourth  State,  add  RNB  to 
final  line. 

69  In  entry  for  Sixth  State,  add  RNB  to  final 
line. 

74  Add  RNB  to  final  line  of  entries  for  First 
State  and  Second  State. 

78  Add  RNB  to  final  line  of  entries  for  First 
State  and  Third  State. 

82  In  entry  for  Third  State,  add  RNB  to  final 
line. 

86  In  final  line  of  paragraph  on  the  Second 
State,  delete  AO. 

88  At  end  of  paragraph  on  the  First  State, 
add:  The  Ashmolean  has  a proof  be- 
tween tbe  First  and  Second  States. 

88  In  entry  for  Second  State,  add  RNB  to 
final  line. 

91  In  final  line  of  paragraph  on  the  Fourth 
State,  after  AO,  add : (2 — 7 touched). 

92  Add  RNB  to  final  line  of  entries  for  Fifth 
State  and  Sixth  State. 

94  After  SETTENGER  IV,  add : (touched). 

96  In  paragraph  on  First  State,  next  to  last 
word  of  inscription  should  read  pedem. 

99  In  final  line  of  paragraph  on  the  Fourth 
State,  change  FAC  to  RNB. 

99  In  entry  for  Sixth  State,  add  RNB  to  final 
line. 

102  In  entry  for  Fourth  State,  add  RNB  to 
final  line. 

103  Add  RNB  to  final  line  of  entries  for  Fifth 
State  and  Sixth  State. 

108  In  final  line  of  paragraph  on  the  Second 
State,  add : BPL. 


108  In  entry  for  Third  State,  add  RNB  to  final 
line. 

115  In  final  line  of  paragraph  on  the  Sixth 
State,  add:  BPL. 

122  In  final  line  of  paragraph  on  the  First 
State,  insert:  BPL 

125  In  entry  for  Fourth  State,  add  RNB  to 
final  line. 

127  line  9:  close  quote  after  Vision. 

135  lines  2 and  3:  delete  last  sentence  of 
paragraph. 

137  In  paragraph  on  the  Second  State, 
change  next  to  last  line  to  read:  Five 
proofs.  Change  beginning  of  last  line  to 
read:  AO  (2—1  touched).  In  last  line  of 
paragraph  on  the  Third  State,  insert:  BPL. 

140  In  entry  for  Sixth  State,  add  RNB  to  final 
line. 

146  line  3:  delete  and. 

154  In  sixth  line  of  paragraph  on  the  Fifth 
State,  revise  third  location  to  read: 

BPL  (2—1  touched). 

156  After  Harold  Wright's  comments,  add: 
This  try  at  removing  the  snow  is  shown  in 
a touched  proof  of  the  Fifth  State  in  the 
Boston  Public  Library. 

167  In  entry  for  First  State,  add  RNB  to  final 
line.  In  entry  for  Second  State,  change 
size  to:  5 7/4  x 4 3/4.  In  entry  for  Third 
State,  add  RNB  to  final  line.  In  entry  for 
Fourth  State,  in  final  line,  change  AM  to 
AO,  and  insert  BPL.  After  entry  for  the 
Fourth  State,  insert  the  following  as  a 
separate  paragraph:  A pen  drawing 
which  includes,  in  a panel  at  bottom,  the 
title  S.  Ippolyts  Church,  from  the  North, 
is  in  the  Boston  Public  Library.  Without 
the  panel  and  lettered  title,  this  drawing 
was  reproduced  on  page  180  of  Herbert 
Tompkins  Highways  and  Byways  in 
Hertfordshire  (London:  Macmillan  and 
Co.,  1902). 
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176  In  entry  for  Third  State,  add  RNB  to  final 
line. 

180  In  third  line  of  paragraph  on  the  Second 
State,  add  tail  to  g in  margin. 

181  Change  line  2 to  read:  Two  proofs.  Add 
to  line  3:  BPL  (touched). 

190  To  paragraph  on  the  First  State,  add  one 
line:  BPL  (from  Childs  Gallery).  In  last  line 
of  paragraph  on  Third  State,  delete: 

2 (7  touched). 

196  Revise  next  to  last  line  of  paragraph  on 
Second  State  to  begin:  AO  (touched  in 
black  chalk).  Remainder  of  paragraph  is 
unchanged.  In  last  line  of  paragraph  on 
Third  State,  delete:  2—7  touched.  Revise 
last  line  of  paragraph  on  Fourth  State  to 
begin:  AO  (2—1  touched). 

199  Revise  last  line  of  paragraph  on  First 
State  to  begin:  AO  (signed  in  margin). 

In  entry  for  Fifth  State,  add  RNB  to  final 
line. 

203  To  last  line  of  paragraph  on  First  State, 
add : Mrs.  Robert  Ross  has  the  fifth  print; 
it  is  a touched  proof.  In  entries  for 
Second  State  and  Third  State,  add  RNB 
to  final  line. 

206  In  entry  for  Third  State,  add  RNB  to  final 
line. 

207  In  entry  for  Fourth  State,  add  RNB  to 
final  line. 

211  In  entry  for  Second  State,  add  RNB  to 
final  line. 

218  In  entry  for  Fourth  State,  add  RNB  to 
final  line. 

224  In  entry  for  Second  State,  revise  next  to 
last  line  to  read:  Twelve  Proofs.  Add 
RNB  to  final  line.  In  final  line  of  entry  for 
Fourth  State,  delete  AO.  In  final  line  of 
entry  for  Sixth  State,  add  RNB. 

228  In  entry  for  the  Fourth  State,  change 
third  line  to  read:  Four  proofs.  Three  of 
these  were  owned  in  1978  by  N.  W.  Lott 
and  H.  /.  Cerrish.  One  is  dedicated  to 
Frank  Short,  one  to  Audrey  Withers,  and 


one  to  Russell  Alexander.  Each  was  given 
as  a Christmas  present  in  1935. 

230  Next  to  last  paragraph,  add  second  u in 
Museum. 

232  As  a final  line  of  paragraph  on  First  State, 
add:  BPL.  In  entry  for  Fourth  State,  add 
RNB  to  final  line. 

233  Revise  last  line  of  paragraph  on  Sixth 
State,  at  top  of  page,  to  read:  AO  2 (1 
touched),  BPL. 

239  In  entry  for  Third  State,  add  RNB  to  final 
line.  After  entry  for  Fourth  State,  fol- 
lowing sentence  which  begins  “The 
uncancelled  plate,"  add:  A pencil  and 
brown  chalk  study  for  a variant  is  in  the 
Ashmolean  Museum,  Oxford. 

244  In  entry  for  Fourth  State,  add  RNB  to 
final  line. 

253  In  entry  for  watercolor  #2,  York  Minster, 
change  date  in  second  line  to  read: 

1894. 

In  entry  for  watercolor  #15,  "The  Corner 
Cupboard ,"  Winchcombe,  remove 
brackets  in  fourth  line  and  add  a line  as 
follows:  Hitchin  Museum. 

254  To  last  line  of  entry  for  #19,  add:  [BPL, 
7977.]  To  last  line  of  entry  for  #32,  add: 
[Somerville  College,  Oxford.] 

255  To  last  line  of  entry  for  #54,  add: 

[ Ashmolean  Museum,  Oxford.] 

To  entry  for  #58,  add:  [sold  by  D.C.  to 
Christopher  Hewitt] 

256  Below  the  final  entry,  add:  A watercolor, 
Houses  at  Titmore  Green,  1894,  not  in 
the  artist's  list,  is  in  the  FHitchin  Museum. 

257  To  #14  add:  Royal  Institute  of  British 
Architects.  To  #21,  22,  23,  24,  25,  26,  32, 
33  and  34,  add:  Hitchin  Museum. 

258  To  #49,  50,  52  and  53,  add:  Hitchin 
Museum.  To  #87,  add:  Royal  Institute  of 
British  Architects.  To  #109,  add: 
Ashmolean  Museum,  Oxford. 

259  To  #114,  add:  BPL.  Delete  #166. 

260  At  end  of  #234,  add:  BPL. 

261  At  end  of  #303,  add:  BPL. 
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263  At  end  of  #420,  add : Ashmolean 
Museum,  Oxford. 

269  Change  catalogue  number  of  drawing,  at 
beginning  of  legend,  to:  6 50. 

270  After  the  first  line  of  entry  #646,  insert 

a line  as  follows:  Royal  Institute  of  British 
Architects. 

272  After  the  first  line  of  entry  #666,  insert 
a line  as  follows:  Royal  Institute  of 
British  Architects. 

After  entry  #704,  insert:  704A.  Ashwell 
Church,  p.  253. 

274  At  end  of  #756,  add : BPL,  7975.  70  3/8  x 

7 5/8. 

280  #858,  delete  David  Could  and  add  BPL. 
Make  the  same  change  in  #859. 

284  #931,  change  end  of  entry  to  read: 
Ashmolean  Museum,  Oxford. 

293  #1167,  add:  Ashmolean  Museum,  Oxford. 

301  #1293,  add:  BPL. 

#1304,  add:  Also  in  Craftsmen  Alt'. 

306  #1327,  #1328,  #1329,  add:  BPL.  Delete 
#7333;  a drawing  of  the  subject  was 
made  by  F.  L.  Griggs,  however,  and  is 
listed  as  #1305. 

307  1349A.  The  Cross  Hands , pen,  pencil,  and 
wash  study  for  etching  #52.  4 1/2x6  1/4. 
BPL. 

#1352,  final  line  of  entry  should  now 
read : BPL. 

313  Eliminate  Addenda. 

#1431  after  Pencil  add  numerals  3 7/8  x 

8 3/8.  City  Museum,  Gloucester. 

#1441  erase  dimensions,  insert:  4 1/4  x 
3 5/8.  Add:  AO  after  Hardie. 

#1442  after  Hardie  add:  AO. 

Add:  #7 444.  The  Old  Siege  House.  Pencil. 
7 5/76  x 9 9/76.  1937.  AO. 

§1445.  The  Thames  at  Cliveden. 
Pen-and-ink  and  wash.  6 7/2  x 
6 7/76. 

1905.  Mrs.  George  Hart,  Campden. 
§1446.  Thames  Bridge.  Pen-and-ink 
and  wash.  5 5/8  x 7 5/8.  c.  1905. 

Mrs.  George  Hart,  Campden. 

§1447.  Back  of  Elm  Tree  ELouse, 


Campden.  Pen-and-ink.  6 7/8  x 
5 1/4. 

1917.  Mrs.  George  Elart,  Campden. 

§ 1448.  Bally  Rebore.  Pencil.  9 3/4  x 
9 1/2  (paper  size),  tune  7976.  AO. 
§1449.  Flower  de  Luce.  Pencil. 

9  3/4  x 77  3/4.  1934.  Study  for  etch- 
ing, left  hand  only  completed.  AO. 
§1450.  St.  Botolph's  Boston.  Pencil. 
187  x 190.  1912. 

§1451.  Title  pages.  Pen-and-ink,  of 
roofs  with  the  upper  part  of 
Hitchin  Church  Tower.  97  x 71. 
(1898).  See  §32. 

§1452.  Tilehouse  Street.  Pen-and- 
ink.  182  x 149.  (1898).  See  §23. 

§1453.  The  Old  Boot  Inn.  Pen-and- 
ink.  69  x 114.  (1898).  See  §24. 

§1454.  The  Bridge,  North  Side.  Pen- 
and-ink.  123  x 149.  (1898).  See  #25. 
§1455.  The  Bridge,  South  Side.  Pen- 
and-ink.  177  x 141.  (1898).  See  #26. 
§1456.  Church  Cates.  Pen-and-ink. 
125  x 142.  (1898).  See  §63. 

§1457.  Old  Cottages  at  Titmore 
Green.  Pen-and-ink.  (1899).  An 
"insertion''  in  the  book  Old 
Hitchin. 

§1458.  From  a High  Street  Rooi. 
Pen-and-ink.  179  x 121.  (1899). 

See  §32. 

§1459.  Alley  to  the  Churchyard. 
Hitchin.  776  x 93.  (1899).  See  §33. 
§1460.  Courtyard  of  The  Coopers' 
Arms.  158  x 114.  (1899).  See  §34. 
§1461.  Courtyard  of  The  George's 
Inn,  Bucklersbury.  776  x 737.  (1900). 
A loose  page.  See  §49. 

§1462.  In  High  Street:  Dawn.  133  x 
103.  (1900).  See  §50. 

§1463.  In  Bancroft.  85  x 150.  (1900). 
See  §52. 

§1464.  Houses  in  Bancroft.  128  x 122. 
(1900).  See  §53.  Unfinished. 

§1465.  Entrance  to  Bucklersbury. 

122  x 133.  (undated).  Unfinished . 

313  Eighteenth  Century  Hitchin 

The  following  early  drawings  are  in  the 
Hitchin  Museum  and  Art  Gallery:  most 
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of  them  have  been  tipped  in  to  a book, 
originally  ol  112  untrimmed  pages 
(approx.  283  x 195)  of  Whatman  paper, 
casebound  in  green  buckram,  containing 
fifteen  pen  and  ink  drawings  of  Hitchin 
(two  unfinished),  reproductions  of  four 
more  mounted  in,  and  titles,  in  pencil,  of 
five  intended  drawings.  Five  leaves  have 
been  cut  out.  One  leaf  has  been  in- 
serted and  tipped  in  and  one  leaf  is 
loose,  although  obviously  intended  to  be 
tipped  in;  both  of  these  have  drawings 
and  replace  leaves  cut  out.  The  draw- 
ings are  all  on  right-hand  pages.  The 
first  fourteen,  with  the  exception  of  the 
seventh,  an  insertion,  are  numbered  1-6 
and  8-14.  All  the  original  drawings,  with 
the  exception  of  an  unfinished  one,  are 
titled.  The  book  was  donated  to  the 
Museum  by  Mrs.  Esther  Seebohrn  and 
once  belonged  to  her  father,  the  his- 
torian Frederic  Seebohrn. 

322  Below  the  final  entry,  add  the  following: 
1935.  Priest's  Flouse,  Campden.  [With 
G.  Pemberton  ] See  D.  Verey, 
Gloucestershire:  The  Cotswolds , p.  156 
(Penguin  Buildings  ol  England). 

356  The  Etchings  of  F.  L.  Griggs  by  Arthur 
Oswold.  Country  Life  Almanack , 7966. 

"F.  F.  Griggs:  Some  informal  & personal 
notes  on  his  methods  of  pen  drawing 
herewith  set  down  by  his  correspon- 
dent." By  F.  C.  Brown,  American 
Institute  of  Architects  journal,  Vol.  II, 

1944. 

"*Fhe  Fife  & Art-Work  of  F.  F.  Griggs, 

R.A."  in  Relics  of  an  Uncommon 
Attorney  by  Reginald  F.  Hine,  Fondon, 
1951. 

357  In  the  seventh  entry,  in  place  of 
October,  1902,  insert:  1 November  1902. 


In  bottom  margin  add:  The  Story  of  an 
Old  English  Hostelry,  by  S.  B.  Russell. 

Third  edition,  1914.  Three  illustrations. 

358  In  the  fourth  entry,  in  place  of  Batsford, 
1910.  Eight  illustrations.,  insert: 

Macmillan,  1911.  Fourth  revised  edition. 
Seven  illustrations. 

359  In  the  third  entry,  change  the  final 
period  to  a comma,  and  add  the 
following  words:  under  a different  title. 
With  the  title  given  here,  the  lecture 
was  reprinted  in  1946. 

359  Craftsmen  All:  An  Anthology.  Dryad 
House , Leicester.  7926.  One  illustration. 

359  "Romney  and  its  District"  by  C.  E. 

Mallows  in  Architecture,  I,  1896,  pp.  173— 

9,  264-71,  305-10.  Four  illustrations. 

"The  Oldest  Church  in  Fondon"  by  C.  E. 
Mallows  in  Architectural  Review,  I,  1897, 
pp.  136-40.  One  illustration. 

"A  Fanes.  Priory  Church"  by  j.  Tarney  in 
Architectural  Review,  II,  pp.  167-70.  Two 
illustrations. 

"Some  Old  World  Houses"  by  B.  Creswell  in 
Architectural  Review,  III,  pp.  75-84.  Three 
illustrations. 

"Notes  on  Some  Works  of  the  late  Geo. 
Gilbert  Scott,  MA,  FSA,"  by  W.  Millard  in 
Architectural  Review,  V,  pp.  59-66,  124- 
32. 

"The  Art  and  Craft  of  Garden  Making"  by 
T.  H.  Mawson  (Batsford,  1900).  Two 
illustrations. 

"Churches  by  the  Sea"  by  F.  F.  Griggs  in 
Architectural  Review,  VIII,  1900,  pp.  69- 
79.  Seven  illustrations. 

"The  Story  of  an  Old  English  Hostelry" 
by  S.  B.  Russell,  third  edition,  1914.  Three 
illustrations. 
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